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Makam Guide is apecificaUy designed to showcase some oj the favored makams 
in a manner in which musicians/rom various disciplines and backgrounds can 
directly utilize them. Aiming /or the clearest presenlalion, the concise definitions 
of 60 makams are provided, along with transcriptions and analyses of one 
taksim and one composition for each makam, accompanied by recordings. Rather 
than a theory book, this inclusive approach will serve as a first ''guide” to 
Turfeish maham music. 

Master Murat Aydemir shares his years of experience in teaching and invaluable 
insight into Turhish music in order to present the correct use of the makams as 
well as the joy of this discipline so dear to his heart. In the included CD, he 
performs taksims and compositions which best represent the chosen makams. 
To facilitate the clearest understandingcjf his teachings, professional jazz 
musician Etwan Dirifecan has formatted the content and transcriptions in 
heepmg with the the western tradition. 

We believe that this guide will serve as an ideal first encounter with Turkish 
music for those who are interested, and as a solid reference to students of this 
discipline. Most importantly, we hope that Makam Guide will inspire and 
motivate musician the world over. 



1 have been leaching tmbur and lavia for nearly ten years now. During this 
lime, 1 have gone to music schools throughoui ihe world, and worked lo 
leach lanhur as well as the rnakams of Turkish music to siudents from many 
different walks of life. Even though my students were not strangens to 
Turkish music and its theory, they would still btteome confused. They found 
U difficult to perform the makams whose theory they had memorized, and 
more often than not, were unable to play the pilches and “flavors" correctly. 
And so 1 began writing simpler, more comprehensible makam desc riptions 
which 1 believed would he helpful to ihem. The result was that “concentrated” 
makam descriptions began to emerge almost by themselves. To the great 
joy ol niy students, 1 decided to continue with these notes, lire launching 
point lor this book was my acquaintance with the dear Erman Dinkcan, 
our projects on the subjects which he wished to learn about, and my desire 
to use my makam descriptions to create the Makam Guide. 

I decided to begin with sixty Turkish makams. There is no special reason 
for this number; my desire was simply to set a limit and avoid going adrift 
in the infinite sea of makams. I chose makams which are relatively well 
represented in our repertoire, but to be honest, 1 also chose to present a 
few rare but favorite makams of mine such as Pesendide and Suzidihra. 

Though ihe general framework ol Turkish music is clear, there are no strict 
rules and boundaries. It is a traditional an but at the same time a modem 


and living one; highly refined, and wiih a long history of development 
spanning several centuries. The instrumental tafesims. and the vocal gazeh 
and /tosides, are among the finest examples of improvisation. The musician’s 
success in these forms, which demonstrates his or her level of skill and 
expresses the emotions, is directly relative to his knowledge of the makams. 
As long as the ear is well trained in the (ejnis, or “flavors,’ of Turkish music, 
a gazelhan or kasidehan with little formal knowledge of theory may perform 
wonderful improvisations. This shows that it is necessary to capture ihe 
spirit o( the makams. and the effect they have upon us. The fejnis are the 
theoretical element that brings the makams to life. 

I describe the tennis to my students in this way: Think about spices. E\’ery 
spice has its own particular taste, aroma and color. What if we were to read 
all about a spice, leam its composition and examine its color but never 
tasted it? We might gain some ideas about it but would never recognize its 
flavor. Only after learning its flavor would we be able to decide ourselves 
where to use it, and in what quantity. This is precisely the case with the 
fejnis of Turkish music. It is not sufficient to calculate the inierv'als, memorize 
the tetrachords and pentachords and leam the content of the scales 
theoretically. Only when we hear these pitches from a reliable source will 
we have “tasted" the (ejnis, and only by listening to and imitating them time 
and time again may we internalize them. After this process the musician 
will he able to use the (cjnis wherever and however he wants, and identify 
the makam of a piece that he hears. 

In explaining the makams, I begin with the basic building blocks ol Turkish 
music, the perdes (pitches) and (ejnis. The pitches create the tqnis. and the 
t^nis create the makams. The tetrachords and pentachords create the 
skeleton of the makam. The nttles on this skeleton (pitches and fejnis) reflect 
the spirit of the makam. For this reason 1 have included the 
tetrachords/pentachords and the scales created by the union of these 
tetrachords/pentachords in all of the makam descriptions. In order to 
perform these scales, it was vital that the student hear the pitches and (ejnis. 
The logical solution was the CD included in the appendix of this book. 



After first presenting the makam’s pilches, fejnis and its seyir, or course 
through an approximately one-minute didactic (oJzsiin, I performed a section 
of a piece Irom the Turkish musical repertoire which best expresses the 
makam in question on iny lanbur Rather than lengthy explanations, 1 have 
tried to establish a system focused on ear training. It is my hope that alter 
reading my makam descriptions and then listening to the tcifesim and sample 
piece, the student who has had no opportunity to learn one-on-one with 
a teacher or who knows theoiy' but is insufficiently familiar Mlth the makams, 
will begin to understand the tnakani's spirit 

Method of Study 

The student should first read the tcxi for the makam, understand the 
makam’s tetrachord.s/pentachords and scale, and memorize the intervals 
and names of the notes. The seyir with all its features that give the makam 
its character should he examined and understood. This seyir movement is 
important; two different makams may have tbe same .scale For example, 
the tetrachords/pentachords and scales ot the makams Htlseyni and Muhayyer 
are the same; what distinguishes them are the courses of their sevirs. There 
are many such pairs of makams. 

The siudeni should then listen to the idhsim for the makam on the CD, and 
examine its analysis and transcription. It is imporlaiu to follow the analysis 
and transcription while listening to the Cufe.sim. The analyses enable us to 
reinforce out understanding of the malcani’s seyir, while the transcriptions, 
showing which notes the phrases of the taksim are played on provide valuable 
clues which facilitate the learning process 

Next, the stutient should listen to the composition while following the notes 
as well as the analysis of the piece This will make it easier to build a sound 
understanding ol the pitches, tennis and movement through its seyir. In the 
upper right corner of the composition is the name of the composer, in the 
upper left comer Is the usul (meter) and in the center is the makam and 
form; if there are lyrics, the first verse is included. 



As ihe sample pieces have noi been iranscribed exactly, ihe siudeni should 
also pay aiteniion to how ihe various ornaments enrich the piece. This is 
a very important aspect of the Turkish tradition in musical performance; 
the notes are never played as simply as they are wriiten, but rather are 
enriched by ornaments which change according to the performer as well 
as the instrument. When playing these samples, 1 was careful to play in 
classical style and thus to use ornaments appropriate to that style. 

At the same time, these performances also provide insights into tanbur style. 
The ornaments 1 have played in order to enrich the performance are unique 
to the tanbur. At times 1 play these ornaments, which I have learned and 
copied from my teachers as well as great masters who 1 took as my guides, 
according to my own taste. In this way, a style emerges which is uniquely 
my own. Accordingly, 1 have notated these ornaments in only a very few 
of the pieces; if I had tried to notate all of them the result would be a virtually 
unreadable piece of noiaiion. By much listening and imitation, one may 
learn much about the cf?ttis, tanbur style and the interpretation of Turkish 
musical compositions. 

You arc taking a great step into a great culture which will open the way lo 
new horizons. 

Welcome! 


Murat Aydemir 
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Turkish classical music is without a doubt one of the grealest art traditions 
of the world. It not only reflects the magnificence, philosophy, lyricism and 
Sufism of the Ottoman Empire’s rei^ of over six centuries, but also embodies 
the traces ot the many civilizations, cultures and societies that have thnved 
in Anatolia. The Ottomans excelled in numerous art forms, and especially 
In handicrafts, literature and music. 

There is perhaps t)nly a single effective method to master the an forms of 
the eastern cultures. This method, called mejfe in old Turkish, is the uliimaie 
way to accurately learn Turkish classical music. Mostly used in the context 
of calligraphy and music, the word mc^k is defined as the exercises, repetition 
and practice done to ieain a discipline. 

Definable simply as the “master-student relationship,” this method involves 
learning about all areas of life in general Irom the master during any session 
of artistic training. The master is pnmanly concerned with teaching the 
student the finesse, rules and philosophy of the art, and at the same time, 
strives to instill high morals and a scholarly mind. To this day, those who 
have atialned ‘ masLer" status in their disciplines carry on the mejte tradition 
as they bring up iheir own siudcnis. 

Practicing the tradition with a qualified master is certainly the most desirable 
way to leam Turkish classical music. Currently in Turkey, conservatories 



try to leach Turkish music via its makams and theory within predetermined 
systems, frameworks and turrieula. Iti order lo make seiise of the theoretical 
knowledge obtained In school, the students must go to a master musician 
to learn more, especially aberut the notes, the spirits of the makams. the 
fundamentals of the forms used in the melodies, and how the masters of 
the past shed light on modem Turkish music. In fact, studying the theory 
of Turkish music is just the first and the smallest step towards learning this 
grand tradition. The second step is practice with the master himself -ineffe- 
followed by ihe long path toward becoming a master. Merely studying 
theory and being accepted as a master’s apprentice is not sufficient. Without 
an inborn talent, high ethics and scholarly thought, the apprentice may still 
become a keen perlormer but will never shine and brighten his surroundings 
as a master should. 

Rather than delving into theory, I have prepared the following makam 
defmiiions based on my class nuies thai I use in leaching via the mejf? 
method. For those who do not have the opportunity to learn via. meik with 
a master, these concise descriptions will be ol much greater and more 
practical aid compared to mere theoretical study. Certain terminology that 
has been used for centuries within the Turkish musical tradition should be 
learned in Turkish, since direct translation necessarily involves a loss in 
meaning and emphasis. 

Since the lyiOs, Turkish music has been written and studied using western 
notation. All notes are written and read with the G-Clel on the staff. 



Do Rc Ml Fa Sol l.a Si Do Re 


The greatest challenge to studpnt.s of Turkish music who have been brought 
up in Western music and trained their ears to the tempered system is the 
difference between the note they read and the note they hear. 









fn Western musK, the note "A” has In Turkish music, the/retfuency of 

a frequency of 440 tiz. 440 tiz. is the note 'D'. 


This means that the westem-trained musicians hear the notes a fourth lower 
than they appear on the sialf and this can be very confusing. The note “D” 
having a frequency ol' 440 Hz is taken as a reference when tuning the 
insimtnenis and this “fret” on the insinimeni is named “Neva.” This 
transposed notation has been in use since the 1030s, and we mast adapt 
to it. However, to identity all the notes in terms of their western counterparts 
and using double names would be contrary to the objective of this chapter; 
so there will be no further comparisons with western notation. 

Perde (Note): Every note in Tuikisli music has its own name. When reading 
solfcge the note names are pronounced with common solfege syllables (sol, 
la, re etc.), while the given names of the notes (e.g. the name of “D” at 440 
Hz. is “Neva”) are used when studying the Turkish makams and note system. 
The Turkish word perde literally means “fret” on an instrument, but it refers 
to the note on that fret and not the fret itself. While tuning, musicians 
typically play the note “Neva” on their instruments and tune accordingly. 
There is a perde corresponding to each and ever>’ note, a complete list of 
which will be provided later when the tonal system ol Turkish music is 
explained. In order to understand the makams, it is of utmost importance 
to understand notes these periles refer to and the combinations they are 
able to form. 

Turkish musical instruments are generally tuned to East (G) [concert D|, 
and this register is known as “Bolahenk”. 



Re Ml Fa Sol La Si Du Re Mi Fa Sol To Si Do Re 



The makams af Turkish music are generally written within this two-octave 
register ihai corresponds to the Bolahenk, which is also the most-used size 
of ney (cane flute). The malcams, scales, -‘flavors’' ((ejni), leirachords and 
pentachords to be studied in this guide will always be whtten and performed 
in the Bolahenk register. When a performer wishes to transpose a composition 
in any makam wntten in Bolahenk tuning, he transposes the tune 
simultaneously without writing a score. This is also a traditional practice 
in Turkish Music, meaning that althongh all notes are written in Bolahenk 
register, the performer is free to transpose these notes io other registers. 

Transposition: Turkish music compositions can be transposed to any key in 
the lower registers when the original key (Bolahenk) is taken as reference. 
For each register that is tramsposccl, the lone names of different sizes of the 
ney [lute are given 

Here is a chart of the transposition names. Makam “Rast" is transposed in 
the example 


n - 

Concert Key 

Turkish Music 

1 1 

Bolahenk (Original Key) 


Original Key (G) 

u' 

SiipOrde Mabeyn 

Db 

Half step lower 

1 3 

SOpiirdG 

C 

Whole step lower 

4 

Mustahsen 

B 

1.5 steps lower 

' 5 

Yildiz 

Bb 

2 steps lower 

h 

Kiz Neyi 

A 

2.5 steps lower 

7 

Mansur Mabeyn 

Ab 

3 steps lower 


Mansur 

G 

3.5 steps lower , 

9 

5ah Mabeyn 

Gb 

4 steps lower ' 

10 

§ah 

F 

4.5 steps lower 


Davut 

E 

5 steps lower 

12 

Bolanenk Mabeyn 

Eb 

5.5 steps lower 



Bolahenk, SOptirde, Kiz Neyi, and Mansur are ihe most used registers. 
Mustahsen, Yildiz, Sah and Davut are used less often; while the remaining 
transpositions remain theoretiral. 

in the performance of a composition in any makam, the difference between 
the male and female vocal registers demands the transposition of the melody, 
howe\'er the score used will again be the onginal wntten in Bolahenk. A 
male tenor singer would probably be more comfortable in the Bolahenk or 
the StipQrde register, while a female alto singer would prefer the Mansur 
or Kiz Nc)h register. The singer t)picall) asks the iiislrumenialists to perform 
the tunc in a suitable register where he or she is comfortable. 

The system of notes in Turkish music is as complicated as its transposition. 
Since the 1 QTOs the “24-Koie System” devised by Hiiseyhn Sadetiin Arel 
and Dr.Subhi Ezgi has been taught in conservatories and Turkish miisic 
schools. This system simplifies the notation, learning and teaching of Turkish 
music. However the iact that there are actually mote than 24 notes in an 
octave reveals the system’s many shortcomings in the areas ol notation and 
perforraance. 

Perhaps the best way to tackle this iioiaiioii system would be to study the 
basic elements that make up the Turkish raakams. First the notes, then the 
flavors (fejni) that the notes combine to form, and finally the tnakams that 
the flavors eombine to form will be studied, in that order. 











Flavor (^eini): The word fejni can mean taste, flavor, spice; and in general, 
a mixture of features that help to set something apart. As used in Turkish 
music, the word refers to the fact that every “fe^ni” has its own character 
in terms of the effects it creates when played. To better explain this concept 
with a metaphor, we can compare it to a spice. Every spice has its own taste, 
smell, color, texture and use. It is not possible to keep a spice in memory 
without tasting and smelling it first. Once we become familiar with a spice, 
we remember its flavor and use it when required, deciding whether or not 
It is appropnate to the dish at hand. In Turkish music, the concept of ‘"fejm” 
is used in a very similar way. The student should study the effect of each 
“flavor” in order to learn to recognize it when it occurs. Learning the (cjtii 
accurately will make it considerably easier to learn the makams that arc 
formed by their combined flavors. This will lead to case of performance and 
greater freedom when mo'iing around the notes during improvisation. 
Instead of making mathematical calculations when transposing, one will 
freely play the desired “flavor” from the desired pitch. 

The flavor constitutes a makam’s teirachord/pentachord played from a 
specific pitch; e.g., the Hast flavor on Neva (D) means the Rast 
tetrachord/pentachord on the note Neva (D). When playing a flavor, it is 
not required to use all the notes that make up the tetrachord or pentachord. 
Depending on the situation, 2 or 3 notes will suffice to achieve the flavor 
in question. 

Thus it becomes clear why the me§k method of learning is much more 
suitable to the discipline of Turkish music. Attempting to explain Turkish 
musical theory and its notation system in writing makes learning it much 
more complicated; while hearing and seeing it directly is a much more 
efficient and enjoyable approach 

How can one desenbe a brush stroke m writing? One would be as likely 
to master Turkish music through written descriptions as to learn the arts 
of sculpture, drawing, hat (the art of Islamic calligraphy), tezhip (illumination), 



or cnmiature painting by reading abont them; the more detailed a written I 
explanation, the more indecipherable it becomes. However, a short I 
conversation with a master musician or a few hours of lessons can quickly' 
clarify many concepts that initially seemed quite complex. 
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The note system used in Turkish music is called the '24 note system’. iTiese 
notes are shown with a chart m the Introduction part of this guide. This 
system is quite different compared to the ‘tempered system’ used in Western 
music. In the tempered system, one octave is divided into 12 equal steps. 
For instance, the C-D interval is a whole step interval. When this interval 
IS divided into two, the note in between is indicated with ‘C#’ or ‘Db’. The 
E-F and B-C intervals arc half step intervals. 


In Turkish music, a whole step is called a tanini and a half step is called a 
bakiyye. Here are the intervals for the “C Major" scale in consecutive order. 

derre Whole Step/Tanini 

re-mi Whole Step/Tanini 

mHa Half Step /Bakiyye 

fa-sol Whole Step/Tanini 

sol-la Whole Step/Tanini 

la-si Whole Step/Tanini 

si-do Half Step /Bakiyye 


In Turkish music, a whole step (tanini) is divided into nine equal steps and 






a hail step (hakiyye) is divided into four equal steps. Each of these stepsi 
called a koma; the smallest unit of the Turkish mirsic system. Accurate eai 
can sense these intervals and dilierentiate between the komas The detailed | 
nature of this note system calls for the necessity to practice with mesfe, as 
explained in tlie introduction. 

The 24 note, system uses unequal intervals, meaning that the notes used are 
not divided equally within the octa\'e. This means that not all 9 komas that 
exisi in a whole step arc used. 

The names and the koma values of the microtonal intervals that are used 
in a whole step (tamni); 


Koma 

F (fazla) 

1 koma 

BaKiyye 

B (bakiyye) 

4 komas 

Kiigiili miicennep 

S (sdgir) 

5 komas 

Biiyiik miicennep 

K (kebir) 

8 komas 

Tanini 

T (tanini) 

1 whole step 


The accidental symbols ol the Turkish music nutation are indicated below. 
The numbers indicate the distance of the notes to the 'A' note in koma 
values. 


SKnil ins VKm iins 1 Knmn i Ko mm vH.' ni fi; 8 


Whenever two notes make an interval bigger than a whole step (toiiini) the 
letter A’ is used to indicate this frequently used inten-al called the augmented 
second This interval can be 12 or 13 komas depending on the makam. 
This is exemplified in the chapter on the Hlcaz family (page number: lob). 


Ascending - Descending attraction 

During the performance of the makanis, komas are interpreted as floating. 



unfixed notes, generally played higher than wnttcn when ascending and 
lower when descending. This is called the “ascending-descending attraction’’. 
This characteristic of Turkish music is why the koma values used in scores 
and the komas heard in the Interprelaiion of the compositions may not 
exactly be the same. This guide points out where and how the ascending- 
descending attraction is used in the analysis ol the recordings provided. 

Modulations (Ge^ki) 

During Turkish music compositions or improvisational performances such 
as tofesims (with instrument) orgcigels (with vocal), modulations can be 
made to oiher makaitis which brings forth the addition of various flavors. 
These modulations arc called geyJii and they arc more of a tradition rather 
than a set rule. The gcfhi is also ainsidcrcd to be a great way foi the composer 
or the performer to display artistry. 

The Scales of Turkish Music 

The scales in Turkish music are constructed by the combination of a 
letrachord following a pentachord or a pentachord following a tetrachord. 
A tetrachord has 22 and a peniachord has 31 komas (an octave has 53 
komas). 1 lere is a view of the tetrarliords and peniachnrds that are used for 
building up ihe basic makams; 


Caigah pemachord Buselik pentachord 



Qargah tctroclioi'd Buselik tetrachord 


Kiudi petitachuid _ Ktisl peiilacboid 



kundi tetrachord Rast'tetra'chord' 


Iluseyiii pentadiord Hicd? pentachord 










Note that the last line of the chan above names the pentachord as 'Haseyni' 
since the Ujjak pentachord is traditionally known as the HOscyni pentathoid. 

What converts a scale into a makam is the use of the elements which 
constitute the melodic progression (called seyir for wxral or tofesim for 
instmmems). Aligning seven notes would only create a scale. The manner 
in which the melodic progression is performed brings the scale to life and 
makes it a makam by the use of traditional Turkish music elements such 
as the cadences and degrees. 

Cadences 

In order to interpret a scale as a makam, cadences are made on certain 
degrees of the makam’s scale. Three types of cadences exist, dilferentiated 
by their strength, in other words by for how long the degree is emphasized. 

Full Cadence (Tam Karar) 

Full cadence, also called the final cadence, is played on the tonic (first 
degree). The final cadence shows that the taksim or the composition has 
been concluded. 


Half Cadence (Yarim Karar) 

Half cadence is played on the dominani note of the scale. It still provides 
a slight sense of conclusion although not as strong as the full cadence. 

Suspended Cadence (Asma Karar) 

Suspended cadences are mostly played on the second and ihe third degrees 
depending on the structure of the makam. The feeling of conclusion is weak. 
This cadence is used to enrich the makam, banging different flavors and 
ihus adding diffcreni notes to the mam scale. 


Degrees 

Here are the degrees of the scale of a makam; 


First Degree 

The first degree of a scale is called the tonic (durak). This degree and its 
function are similar to the tonic degree in Western music. Every makam 
concludes with a full cadence on the tonic. 

Second and Third Degrees 

Suspended cadences can be played on these degrees. 

Fourth and Fifth Degrees 

These two degrees are significant for the makam. Depending on the point 
that the tetrachord and the pentachord overlap, usually the fourth oi the 
fifth degree becomes the dominant note (giiglu) of the scale. Half cadences 
are played on the dominant note, during which the notes of the scale stay 
the same. If the notes of the scale are modified by the addition of a flavor, 
this indicates a suspended cadence made on the dominant note. 

Sixth Degree 

Suspended cadences can be played on this degree. 

Seventh Degree 

The seventh degree of a scale is called the leading tone (yeden). The function 
of the leading tone is to make the final cadence more powerful. Since the 
final cadence is played on the first degree, the original leading tone is the 
seventh degree in the octave below, more specifically a whole or a half step 
below the tonic. 

There are two types of leading tone. If the leading tone is lour or five komas 
(a half step) below the tonic, it is called a half step leading tone (yanm sesli 
yeden), if the leading tone is nine komas (a whole step) below the tonic, it 
is called a whole step leading note (tarn iesU yeden). The feeling of resolution 
is stronger when the seventh degree is a half step leading tone. 
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Eighth Degree 

This degree is the high tonic of the scale. Depending on the extension oi 
the high tonic, either suspended cadence or half cadence is made. Suspended 
cadence is played on the eight degree when exlending the scale over the I 
tunic and making a modulation to a flavor different than the flavor on th 
root. Hair cadence Is played on the eight degree when extending the scale 
over the high tonic using the same flavor on the root. The eighth degree 
also used as a doiiiiiiam note in the makams with a descending behavioi 


There arc throe t)-pes of behaviors for a melodic progression of a 


Ascending 

The malom begins with the tonic oi 
part below the root, it is possible u 


II id the ionic. If there is an extended 
t from this lowei area as well 


Ascending and Descending 

The makam begins wiih the dominant note or around the dominant n 

Descending 

The makam begins with the high tome or around the high tonic. 


1 wo types of extensions are po.sdhie for the Turkish makams. 

Symmetric Extension 

I he letrachord or the pentachord on the tonic is transposed to the high 


Vatijai pentachord tetracliorj 


Or ihe leirachord or the pentachord on the dominant note is transposed 
below the tonic; 


Creation of a new scale as an extension 

The dominant note of the scale can be used as the tonic note of a new scale 
created with an extension over the high tonic. 


Ussak letiactiord Buselik pentachord <xi Neva kiirdi letrachord on Muhayvei 



t.'§§ak scale on critiiniil lucauon 


Buselik scale on Neva (Keu. scale) 


Classification of the Makams 

Various makam scales and llavors have been combined in order to create 
new inakams and this process still continues in our day. Different Turkish 
music theory books classify ihe makams in differing ways. A notable 
classification can be made as; basic, complex, transposed (jed) and the 
makams which get a tag at the end. The lollowing two classifications are 
explained for the sake of this guide. 

Transposed (§ed) makams 

When a makam's scale is transposed to another tonic, it bungs out a 
transposed makam with its own characteristic mood and specifications 
differing from the original makain. These makams are classified as jeci 
makams in Turkish music. Because of the new flavors added to the new 
scale, the transposed makams have almost no similarities with the makams 
they originate from. 
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Makams which get a tag at the end 

There arc many makams which are formed by merely changing the flavor 
of the final cadence in a certain tnakam. Some of these makams get a tag 
at the end of the name of the makam they originate from, while some 
makams get a brand new name. 

For example, the makams Muhayyer and Acem become Muhayyer Kilrdi 
and Acem Kurdi when concluded with the Kdrdi flavor. Similarly, makam 
^hnaz and Hisar become makams ^ehnaz Buselik and Hlsar Buselik when 
concluded with the Buselik flavor. Other examples include, but are not 
limited to, the makams Bestenigar and Dilke^ Haveran, formed by concludir^ 
the makams Saba and Huseyni with the Segah flavor on the Irak (low F#), 
as well as the makams Ntlhuft, Huseyni Aiiran, Buselik Amiran, formed by 
concluding the makams YegSh, Huseyni and Buselik with the Uf?ak/Huseyni 
flavor on the Huseyni A§iran (low E) respectively. 
























Tonic :fiast(G) 

Behavior : Ascending 

Dominant ; Neva (D) 

Leading tone: Irak (low F#) 

Accidentals : Segah (B1 koma flat) and Evg (F#) 

Construction; Rast pentachord in its original location (G), Rasl tetrachord on note 
Neva(D) 


Rasl tcU'aclioi'd on YegdTi 

Extended part 


Rast pentachord 
o n original location 





Rast lelrachord on VetjSh 



Extended part 


Rasl scale uiih Accin (Ft 


iselik tetrachord onMeva 



T 


The names of the notes for the makam Rast: 

Yegah, HOscyni Amiran, Irak. Rasl, Dilgah, Segah, (Jargah, Neva, llilseyni. 
Eve, Gerdaniye 


Extension: 

The makam Rasl has an ascending character and is performed mainly within 
the low register of the scale. The scale extends below the tonic and descends 
as far as Yegah (D), using the Rasi leiracliord. 


Behavior: 

The melodic progression begins with the Ra.si flavor on Rasl (G) due to ihe 
makam’s ascending charaaer. Following the hall cadence played on the 





dominant Neva (D), suspended cadences are played with the Segah flavoi 
on degah (B 1 koma flat) and the Dugah flavor on Dilgah (A). The extended 
section is presented and the final cadence is played with the Rast withAcem 
(F) flavor on the tonic Rast (G). 


In compositions written for the makam Rast, Acem (F) replaces the Evf 
(Frf) near the conclusion of the makam. This flavor is called the ‘Rast with 
Acem (F) flavor'. It is an important flavor due to its frequent use. 

The Rast with Acem (F) llavor is a byproduct o( the ‘ascending-descending 
attraction', which refers to one of the most important characteristics of 
Turkish music. The ascending-descending attraction is basically playinga 
certain note in a flatter flavor when descending or sharper when ascending. 

In the makam Rast, the third degree of the Rast tctrachord is Ev? (F#), 
which stays as it is when ascending. When descending. Ev? (F#) is replaced 
first with Dik Acem (F 1 koma sharp) and then with Acem (F). The resulting 
formation of the Buselik tetrachord on Neva (D) is called the Rast with 
Acem (F) Qavor. 


Analysis of the Rast Taksim: 



The melodic progression begins around the tonic Rast (G) with the Rast 
flavor due to the makam's ascending character. 

16” The initial cadence is played on Rast (G). The scale is played between 
Yegah (low D) and Neva (high D). 

I7”-38'’ A half cadence is played on the dominant Neva (D) with the Rast 
llavor. Acem (F) is used. 






The composition begins around the tonic Rasi (G) with the Rasi flavor due 
to the makam’s ascending character. The initial cadence is played on Rast 
(G) (Bars 2-2). Following the melodic phrases with the Rast flavor on Neva 
(D), a half cadence is played on the dominant Neva (D) using the Rast with 
Acem (F) flavor (Bars 3-4). The melody reaches the high tonic Gerdaniye 
(high G). A suspended cadence is played with the Segflh flavor on Segah 
(B 1 koma flat) (Bars 5-6). The final cadence is played on the tonic Rast 
(G) with the Rast flavor (Bars 7-8). 


















The names of the notes for the makam Rehavi: 

DClgah, Segah. CangSh. Ne\’a, Htise>'iii. Acem, Gerdaniye, Muhayyer 
Yegah, Htiseyni A§iran, Irak, Rast, Dtigah, Segah, Gargah, Neva, Huseyni, 
Ev\, Gerdaniye, 

Extension: 

Similar to the makam Rast, the makam Rehavi extends with the Rast 
leirachord on YegSh (low D). This extended part is used frequently during 
the melodic progression. 

Behavior: 

The melodic progression begins with the makam Beyati. Following the half 
cadence on the dominant Neva (D), suspended cadences of the inakaiiis 
Rast and Beyati are played. The makam descends to Yegah flow D) and care 
IS taken to present the extention. The final cadence is played with the makam 
Rast, often using the Rast with Acem (F) flavor, which is the common aspect 
of both the makams Rast and Beyati. 

t*c&i[ s') Analysis of the Rehavi Taksim: 



19” The tdfesim begins with the Rast flavor on Yegah (low D), the most 
characteristic melodic phrase of the makam Rehavi. The first full cadence 
IS played with the Rase flavor on Rast (G). 

38” The melodic progression continues with the Rast Ravor on Rast (G). 
The first half cadence is played on Neva (D). 

48” DBgah(A) is emphasized. Suspended cadences are played with the Buselik 
flavor on Neva (D) and with the Nikriz flavor on Gargah (C). 

49’’-l:32” The melodic progression continues with the Rast scale. The final 
cadence is played on Rast (G) with the Rast llavor, with frequent descents 
to Yegah (low D). 




In thory, there are two t>pes of the makam Pen^gah: mmeh Pe.n;gdh-i Asti and Penfgflii-i laid 
However, in cdl the compositions of today's duiskul repertoire, the makam Peni,gah-i laid Is 
used Therefore, in practice, the maham Penegdh directly amstitules the makam Pert(gah-i Zaid 

Pen^gah-i Asil; 

Tonic : Rast (G) 

Dominant : Neva (0) 

Behavior : Ascendirg-descending 

Leading tone: Irak (low F#) 

Accidentals : Segah (B1 koma flat) and Evg IF#) 

Construction; The Rast and Acem scales are combined with the makam Beyati scale, 

Poncgah-i Asil «e»lrs 


Ujsak iciraoliord Busdik pentachord on N'eva 

on original location _ 



Rasi Sftilewilii Accni IF) 


The names of the notes tor the makam Penggah-i Asil; 

Rast, Rugah, Segah, Qlargah, Neva, Huseyni, Acem oi Evg, Gcrdaniye, 
Muhayyer 











Extension: 

The makam PenggSh-i Asil does not extend bec3use it already has a wide 
range. 

Behavior: 

The melodic progression begins around the dominant Neva (D) using any 
of the three scales that construct the makam. Half cadences are played on 
Neva (D) with the Past and Buselik flavors. After suspended cadences are 
played in accordance with the characierlsiics of the inakams Rast and Beyaii, 
the final cadence is played with the Rasi flavor. 


Penggah-i Zaid; 

Tonic :Ra5t(G) 

Dominant ;Neva(D) 

Behavior : Ascending-descending 

Leading tone: Irak (low F#) 

Accidentals : Segah (B1 koma flat) and Evg (F#) 

Construction: The Penggah pentachord on Rast (G) is combined with the Rast scale or 
the Rast scale with Acem (F) in its original location (G). 


PcncgAh-i Zaid 















The names of the notes for the maham Pei^gah-i Zaid; 

RasL, Dflgah, Segah or Buselik, Cargah or Nim Hicaz, Neva. 'Huseyni, Acem 
or Evf, Gcrdaniye, Muhayyer 

Extension: 

The makam Perxjgah-i Zaid does not extend because it already has a wide 
range. 1 

Behavior. 

The melodic progression begins around the dominant Neva (D) with one 
of the following flavors. Rast on Dugah (A), PcnggSh on Rast (G) or Isfahan 
in its original location (A). Half cadences are played on Neva (D) with the 
Rast and the Buselik flavors. Nim Hicaz (Cft) is played in a persistent manner 
as the scale descends to Rast (G) witli the Penggah pentachord. After 
suspended cadences are played appropriately to the characteristics of the 
makams Rast and Beyaii, the final cadence is played either with the Rast or 
with the Penfgab flavor. 


Analysis of the Pen^gah Taksim: 



12” The tuhsim begins around Rast (G) and Neva (D) with the Penpgah 
flavor due to the makams ascending-descending character. 

31 ” The melodic progression continues with the Pent^gah flavor. A half 
cadence Is played on Neva (D). 

32”-45” The Rast scale is played. 

The Penggah flavor is presented. The final cadence Is played on Rast (G) 
with the Penggah flavor. 



ttoils) 


P e n ; g a h P e | r e v 


Dede Salih Efendi 


r.Ajp 

f%TfTi 

:j r 



The composition begins around Neva (D) with the PcnpgSh flavor due to 
the makam’s ascending-descending character. A half cadence is played on 
Neva (D) (Bar 3). The East flavor is used. The melodic progression continues 
with the Pencgah flavor (Bars 4-12). The teslim section begins with an 
emphasis of the Rast flavor. The final cadence is played on Rast (G) with 
the Rast flavor. 





The makam Pisendide wets created by Suhan Selim HI. j 

Tonic ; RasKG) 

Domirant :Meva(D) 

Behavior : Ascending-descending 

Leading tone: Irak (Io’n F#) 

Accidentals : Seqah (B1 koma flat) and Evg (F#) 

Construction: A part of the Ni^abur scale in its original location (B), and a part of the 
Buselik scale on Neva (D) are combined with the Rast scale in its original 
location (G). 



P^scnilid^ (Cflie 


Rast scale on orininal Iccaiion 




Biiselik SMie on N eva 



The names of the notes for the makam Pesendide: 

Rast, DUgah, Segah, Cargah, Neva, Huseyni, Ev^, Gcrdaniye 

Busclik, Nim tlicaz. Neva, Huseyni, Acem, Gerdaniye, Vluhayyer 

Neva, Htisey'nl, Acem, Gerdaniye, Muhayyer, Sunbtlle, Tiz Cargah, liz Neva 

Behavior: 

Since few compositions exist for the makam Pesendide, it would perhaps 
be best to analyze its behavior through the rare examples from master 
musicians. For example, in the Pesendide tahsim that Tanbutl Cemil Bey 
recorded with the hemen(e, the melodic progression begins with the Busehk 
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Qavor on Neva (D) and cadences played with the Nijabur flavor on Busclik 
(B). After the Nijabur flavor is completed, the final cadence is played with 
the Rasi flavor on Rast (G). In the laksms that Necdet Ya$ar played in order 
to define this makam, he began with the Rast flavor on the dominant Neva 
(D) belore playing the Buselik flavor on this note The Nisahtir flavor in its 
original location (B) and the Buselik flavor on Neva (D) are played, followed 
by the final cadence played with the Rast flavor on Rast (G). These flavors 
used by Necdei Yajar can also be observed in the Pesendide Saz Semaisi of 
Sultan Selim III. 

It is essential to distinguish the makam Pesendide from the makams Rast, 
Suzidilara and especially from the makam Penggah. When playing the 
Nisabur flavor on Buselik (B), the descent to Rast (G) should not be repeated 
as frequently as in the makam Penggah. It is also important to play the Rast 
flavor on Dugah (A) and then the Rast flavor in its original location (G) after 
using the Nifabur flavor. 

Although the makam Pesendide is a difficult makam to demonstrate and 
master, it is still worth studying because of its unique character. 

Analysis of the Pesendide Taksim: 



24” The taksim begins around the high tonic Gcrdaniye (high G) due to the 
makam's ascending-descending character. The makam descends to Rast 
(G), and the Nijabur flavor on Buselik (B) is presented. The first half cadence 
is played on Neva (D) with the Rast flavor. 

.36”-38” The melodic progression continues with the Rast flavor on Neva 
(D), The Nijabur flavor on Buselik (8) is emphasized. A short suspended 
cadence is played on Dtlgah (A), 




The melodic progression continues with the previously used Oavors. The 
final cadence is played on the tonic Rast (G) with the East flavor. 


♦♦CD if?) Pesendide Saz Semaisi 


AksakSemai Sultan Selim III 



The composition begins around the high tonic Gerdaniye (liigh G) due to 
the makam's ascending-descending character. The makam descends to Rast 
(G) and the Nisabiir flavor on Ruselik (B) is presented. The first halt cadence 
is played on Neva (D) with the Rast flavor (Bars 1-2). A suspended cadence 
is played on Buselik (B) with the Nijabur flavor (Bar 3). A short suspended 
cadence is played on Dugah (A) (Bar 4) The Rasi flavor is played on Rasi 
(G), the final cadence is played on Rast (G) with the Rast flavor (Bars 5-6). 






Suzic/iJa^ 


ara 


Jhe makam i,uz\dilara was crealed by Hulian Selim til. 

Toric :Rast(G) 

Dominant ; Neva (D| and ^argah (C) 

Behavior : Ascending 

Leading tone: Geve^t (low F 5 komas sharp) 

Accidentals : None 

Construction: The ^argah scale on Rast(G) is combined with the ^argah scale on 
Cargah IC). 


Caisali (lenlachord on Carsaii Cai'8^1 letracliord on Gerdanive 



Carsaii scaie on Cargah 


CaraPh penlachordon Rast Caraahtetrachordon Neva 



Coigah scale on Rast 


The names of the notes for the makam Suzidilera: 

Rast, DQgah, Buselik, Crargah. Neva, Huseym, Mahur, Gerdaniye 

Behavior: 

The melodic progression ot the makam Suzidilara begins with the CargSh 
flavor on Rast (G) due to the makams ascending character. Dugah (A) is 
emphasized and a half cadence is played on the doininani Cargah (C). A 
smooth modulation to the Hicaz flavor in its original location (A) is achieved 
by using the Buselik flavor in its original location (A) and the Haseym flavor 
onHttseyni (E). The melodic progression continues and the final cadence 
is played on Rast (G) with the Cargah flavor. 



The Hicaz flavor in its original location (A) is the most characteristic 
suspended cadence of the makam. This flavor has been used in almost all 
of the makam Suzidilara compositions. 


Although the makam Suzidilara resembles Ra.si, there are signilicanl differences 
between the two makams. For example, unlike East, which extends with 
the Rasi leirachord below the tonic, the makam Suzidilara docs not usuall}' 
descend below YegSh (low D). It is not possible to differentiate the two 
makams if these dissimilarities do not appear in the performance. 

ViTien performing the makam Suzidilara, SegSh (B 1 koma flat) must not 
be played and Mahur (F 5 komas sharp) should be played correctly in order 
to properly yield ihe t^argah flavor on Neva (D). The leading tone Gevest 
(low F 5 komas sharp) should be used in a persisting manner. Although 
Neva (D) is the dominant in theoty, Cargah (C) is emphasized dunng the 
melodic progression of the makam. 

fn order to better comprehend the use of the makam Suzidilara, some 
examples by master musicians are given as references; 

The first example is an analysis of the Suzidilara taksim and Suzidilara Saz 
Semaisi by Tanburl Cerall Bey: 

The melodic progression begins by emphasizing Dugah (A). The flavors; 
Hast on Catg9h (C), Carg&h on CargSh (C), Hliseyni on Htlseyni (E), Hicaz 
in its original location (A), and Niknz in Us original location (G) are used. 
The final cadence is played on Rast (G) with the CargSh flavor. 

Second example; the analysis of the makam Suzidilara taksim by Necdet 
Yasar: 

The initial cadence is played on Catgah (C) with the Cargah flavor The 
flavors Buselik in its original location (A), Huse^mi on Huseyni (E) and 
Hicaz in its original location (A) are used. The final cadence is played on 
Rast (G) with the (^argah flavor. 



>>CD i[ e) Analysis of the Siizidilara Taksim: 



10” The taksim begins around the tonic Rast (G) due to the makam’s 
asce.nding character 

A short suspended cadence is played on Dugah (A). 

27” Suspended cadences are played on 1 luscyni (E) with the HQseyni flavor 
followed hy the Hicaz flavor on Huseyni (E). 

32 ” A suspended cadence is played on Gargah (C) with the Cargah flavor. 
44” Dtlgah (A) is empliasized with the Hicaz flavor played on this note. 
58” The GargSh flavor is played on Rasi (G). A suspended cadence is played 
on Cargah (C) with the Cargah flavor. 

The final cadence is played on the tonic Rast (G) with the Cargah flavor. 




The composition begins around the ionic Rasi (G) due lo the makam’s 
ascending chaiacier. A su-s[)eiided cadence is played on Hilscyni (E) (Bars 
I -2). The melodic progression continues unth the previously used flavors. 
The makani moves onto the Cargah flavor on Rasl (Ci) (Bars 6-8). The Hicaa 
flavor on Dugah (A) is used at length (B«»s 9-18). The Cargah flavor on Rast 
(G) IS played and the final cadence is played with this flavor (Bars 19-22) 





Tonic : Rast (G) 

Dominant : Gerdanive(highG) istheprimarydominartardNevatDiisthesecondary 
domirart, die to the makam’s descending character. 

Behavior : Descending 

Leading tone: Gevegt (low F 5 komas sharp) 

Accidentals : Mahur(F 5 komas sharp) 

Construction: The makam Mahur is a transposition of the Qargah scale on the Rast (G). 


Maliur scale 



Exieiided jjarl 


The names of the notes for the makam Mahur; 

Rase, DOgah, Buselik, Cargah, Neva, Nuseyni. Mahur. Gerdaniye, Muhayyer, 
Tiz Buselik, Tiz Cargah, Tlz Neva 

Extension: 

The makam extends with the Cargth pentachord above the high tonic 
Gerdaniye (high G). 

Behavior: 

The melodic progression begins around the high ionic Gerdaniye (high G) 
due to the makam’s descending character and die first half cadence is played 
on this note. A suspended cadence is played on Muhayyer (high A) with 
the Buselik flavor using the leading tone ^ehnaz (G 3 komas sharp). A 
suspended cadence is played on Huseyni (E) with the Buselik flavor using 
the leading tone Hisar (D 5 komas sharp). It is imperative to play a suspended 
cadence on Huseyni (E) with the HQseynl flavor. 





Following this cadence, Acem (F) is played and another suspended cadence 
is played on Cargah (C) with the C^rgdh flavor. Played consecutively these 
two cadences more or less replace the second half cadence expected on the 
dominant Nera (D). Unlike the dominant notes of the other inakams. Neva 
(D) in the makam Mahur is not emphasized with a half cadence on Neva (D). 

In the compositions written in the classical forms, suspended cadences arc 
played on Segah (B 1 koma flat) with the SegSh and the Ferahnak flavors. 
These modulations are also used in the meyan section of the compositions. 

A suspended cadence Is played on DUgah (A) with the Buselik flavor using 
the leading tone Zirgule (G 5 komas sharp). In many compositions in the 
makam Mahur, the scale descends below the tonic to Huseyni Ajiran (low 
E). A jump from HOseynl Ajiran (low E) to Buselik (B) is typical of ihe makam 
Mahur. The scale does not usually descend to YegSh (low D) which would 
not fit the character of the makam. 

In theory books, the makam Mahur is taught as a transposition of the makam 
Cargah. Although this is not incorrect, the makam Mahur has a completely 
different mood than that of C(largah, and bears no similanty to the makam 
Acem Afiran (which is yet another transposition of the makam Cargah). If 
transposing a scale did not produce a new makam with its own character, 
transpositions would not be meaningful. Therefore the word jed should not 
be perceived as a group name when classifying the makamsbut as a transposition 
of a scale or a tetrachord/pentachord to another note. 

^<cDi|ici) Analysis of the Mahur Taksim: 

. • • .> ■ . ^ 


SO" ’ JO" as" ’ 



00"-04" The melodic progression begins around the high tonic Gerdaiiiyt 
(high G) due to the makam’s descending character. 



OS”-JO” The Buselik flavor is played on Muhayyer (high A). 

JO” The first half cadence is played on Gerdaniye (high G) with the C^atgah 
flavor. 

35”-40” A suspended cadence is played on Htiseyni (E) with the Huseyni 
flavor, 

45” A suspended cadence is played on (Jargah with the ((iargah flavor. 
J.06” Neva (D) is emphasized. 

The final cadence is played on the tonic Rast (G) with the Cargah flavor. 


^CPi[iO 


Matlur Pe|rev 




14 ^ Cr.CrrJirrri 



The composition begins around the high tonic Gerdaniye (high G) due to 
the makam's descending character. The first half cadence is played on 
Gerdaniye (high G) with the Gargah flavor (Bars J-JO). The melodic 
progression continues with the Qargzh. scale on I^st (G) (Bars JO-16). The 
Htiseyni flavor is used on Htiseyni (E) (Bar 17). A suspended cadence is 
played on Neva (D) (Bar 18). The final cadence is played on the tonic Rast 
(G) with the Cargah flavor. 

















r 


Tonic 

Domirant 


Behavior 


; Rast(G) 

; A half cadence is played on the primary dominant Gerdaniye (high 6) 
with the Qarqah flavor. Another half cadence is played on the secondaiy 
dominant Meva (D) with the Rast or the Qargah flavor. 

: Descending 
Leading tone; Geve^t (low F 5 komas sharp) 

Accidentals : Mahur(F 5 komas sharp) 

Construction : The Nikriz scale is combined with the Mahur scale in its original location (G). 


Za\il scales 



The names of the notes for the makam Zavil; 

Makam Mahur; 

Rast. Dagah, Buselik, Cargah, Neva, Htiseyni, Mahur, Gerdaniye 

Makam Mikriz; 

Rast, Dtigah, Dik Kurdi, NimHicaz, Neva, Huseyni, Evg, Gerdaniye 

Extension: 

The makam extends above the high tonic Gerdaniye (high G) with the 
t^argSh pentachord. 







00".10’’ The lufoim begins around the high ionic Gerdaniye (high G) due 
to the makam’s descending character, 

35” The makam descends to Rast (G) with the Nikriz flavor. A half cadence 
Is played on Gerdaniye (high G) with the GargSh flavor. 

45” A suspended cadence is played on Qirgah (C) with the Gargah flavor. 
The Nikriz flavor is emphasized. The final cadence is played on the tonic 
Rast (G) with the Gargah flavor. 














The composition begins around the high tonic Geidaniye (high G) due to 


the inakam’s descending character. The first half cadence is played on 
Gerdaniye (high G) with the Cjiargah flavor (Bars J-3). The second half 


cadence is played on the dominant Neva (D) with the Carg^h flavor (Bars 
4-5). The Nikriz flavor is emphasized (Bars 6-8). The Nikriz flavor is used 
until the supreme moment of the conclusion of the makam. The final 
cadence is played on the tonic Rast (G) with the Cargah flavor 
(Bar 9). 

This surprising Cargah flavor in the final cadence of the makam does not 
change the fact that the makam Zavil is being performed. The final cadenct; 
of this makam can be played with either the (J^rgah or Nikriz flavor. 










Tonic :Rast(G) 

Behavior : Ascending or ascerding-descending 

Dominant : Neva (D) 

Leading tone: Irak (low F#) 

Accidentals : DIk KQrdl (B 4 Komas flat) and Nim Hicaz (C#) are shown or the staff. 

The note Ev; (F#) is often used in composition. 

Construction: Nikriz pentachord in its original location (G), Rast or Buselik tetrachord 
on Neva (D). 



The names of the notes for the makam Nikriz: 

Rast, Dugah. Dik Ktirdi, Nim Hicaz. Neva, Huseyni, Acem or Evg, Gerdaniye 

Extension: 

The makam Nikriz extends below the tonic with the Rast tetrachord on 
Yegah (low D). Although ii is possible to hear jumps into the high register 
in Nikriz compositions, there is strictly speaking no extension into the 
higher octave. 

Behavior: 

The Niknz pentachord is formed by adding a whole step (fanini) interval 
before the Hicaz tetrachord. The feeling that the Nikriz flavor arouses is 
different from that of the Hicaz flavor. 

The melodic progression begins with the Nikriz pentachord In some Nikriz 
compositions, the iniiial cadence is played with the Buselik flavor on Neva (D). 


55 




The Busclik (D-E-F-G) and ihe Rasi (D-E-F#-G) flavors on Neva (D) display 
an ascending-descending aiiraction. The third degree ol the letrachord on 
the dominant Neva (D) is played as Eve (F#) when ascending and Acem 
(F) when descending on scale. This flavor, known as Rast with Acem (F) 
flavor, IS used in several makams, such as the makanis Rasi and HQseyni. 
The Segah flavor on Segih (B i koma flat) is frequently used for the makara 
Nikriz. Playing a suspended cadence with this flavor followed by a sudden 
return to the Nikria flavor has become characteristic for the makam. 

CD 1 [ M) Analysis of the NikfizTaksim; 



The melodic progression begins around the tonic Rasi (G) due to the 
makam's ascending character. 

22 A half cadence is played on the dominant Neva (D). 

The Eve (F^) is played m order to give a taste of the Rast flavor on Neva 
(D), and Rast with Acem (F) flavor is played. 

34” A suspended cadence is played on Nim Hicaz (C#) without any flavor. 
The Nikriz flavor is used lor the remainder of the taksim. The final cadence 
is played on Rast (G) with the Nikriz flavor. 


The fomposition begins around the tonic Rast (G) due to the makam’s 
ascending character. A short half cadence is played on the dominant Neva 
(D) (Bar 1). The Nikriz flavor is used for the remainder of the composition. 
The final cadence is played on Rast (G) with the Nikriz flavor. 








d7 


Tonic : Segahd komaflat B) 

Behavior : Ascending 

Dominant :Neva(D) 

Leading tone: KOrdi (A#) 

Accidentals : Segah(B1 homaflat), DikHisar (El koma flat) and Evg (F#) 
Construction: Segah pentachord in its original location, Hicaz tetracliord on Evg (F#) 


Sesah nentachord on oriuinal location Hicaz tetrachoid on E\c 



Acem (F) replaced Segah pentachord 



Hicaz te tachordon Irak Scgal ipentachord ( 

tj j -I- i r T f 


I original lucaiion 





The names of the notes for the makam Segah: 

Segah, Cargah, Neva, Dik Hisar, Acem or Evg, Gerdaniye, Sunbule, Tiz 
Segah 

Behavior and Extension: 

The makam Segah extends below the tonic with several flavors such as the 
Ujjak flavor on Dflgah (A), the Rast flavor on Rasi (G) and the Hicaz flavor 
on Irak (low F#). In some compositions, the scale descends to the Yegih 
(low D) with the Rast flavor. 

Among such a diversity of flavors that can be used to extend the makam 
Segah scale, many behavioral patterns emerge One frequently used pattern 
is the “Segah with Atem (F)" pentachord combined with the U§$ak scale on 
Neva (D). Short modulations can also be played to the makams HUzzam 
and Mhstear. The Rast flavor in its original location (G). the Rast flavor on 
Oargah (C) and the Ferahnak flavor on the third degrees of these Rast flavors 
can also be used for the makam Segah. The Ferahnak and Se^h flavors have 
much in common. The Ferahnak pentachord is formed when the Hilseyni 
(E) replaces the Dik Hisar (E 1 koma flat) of the Segah pentachord. The 
Ferahnak flavor typically carries out the Rast flavor before playing the cadence 
on third degree of the Rast flavor. Therefore, when playing .suspended cadences 
in the makam Segah with the Ferahnak flavor, the leading tone KUrdi (A#) 
is replaced with DUgah (A). 

^CDi[i<) Analysis of the Segah Taitsim: 
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13” The melodic progression begins around Segah (B 1 koma flat) due to 
the makam’s ascending character. A half cadence is played on Neva (D) 
with the Buselik flavor 



The composluon begins around Segah (B 1 koraa flat) due to the makarn’s 
ascending character. A half cadence is played on Neva (D) (Bars 1-2) The 
melodic progression continues with the SegSh llavor (Bars 3-4). The Segah 
flavor on Evg (F#) is emphasized (Bar 5). Tlie final cadence is played on 
SegSh (B 1 koma flat) with the Hiizzam flavor (Bars 6-8). The meyan begins 
on the high ionic Tiz Segah (high B 1 koma flat) with the SegSh flavor (Bars 
9-12). The toiim section is repeated. 

















S^ii^^ear 


Tonic : Segah(B1 komaflat) 

Behavior : Ascending 

Dominant ; Neva (D) 

Leading tone: KDrdi (A#) 

Accidentals : Segah(B1 komaflat), Dik Hisar(El koma flat)and Ev? (F#) 
Construction: The MOstear pentachord in its original location (B1 koma flat), the 
Hicaz tetrachord on Evg (F#). 


The names of the notes for the makam Miistear; 

Scg4h, Nim Hicas, Neva, Dik Hisat, Evg, Gerdaniye, Sunbulc, Tiz Segah 

Behavior and Extension: 

Rather than a makam in and of itself, the makam MCistear is actually more 
of a flavor which has emerged front within the makam Segah. Therefore. 

It IS best to think of the makam Miistear in relation to the makam Segah. 
Since it is difficult to create melodic phrases with the makam Miistear, the 
makam .Segah is used to enrich the melodic progre.ssion. Although the 
Miistear flavor is frequently used by master musicians, there are actually 
not many compositions written for the makam Mustear. 


Similar to the flavors Segah and Ferahnak, the Mustear flavor is used with 
Acein (F), replacing the note Evg (F#) during the melodic progression. The 
Miistear flavor has been frequently used with Acem (F) in classical 
compositions and fafesims of many master musicians. 



The composition begins around Scgah (B 1 koma flat) due to the makam’s 
ascending character. The first half cadence is played on Neva (D) (Bars I- 
2). Gerdaniye (high G) is emphasized. I'he Rast flavor and the Rasi with 
Acem (F) flavor are used on Neva (D). The final cadence is played on Scgah 
(B 1 koma flat) with the Muslear flavor (Bars 3-4). 









S^dJz .^[aye 


Tonic : Segah(B1 komaflat) 

Behavior : Ascending 

Dominant note; Neva (D) 

Leading tone :Kurdi(A#j 

Accidentals : Segah(B1 komaflat), Dik Hisar(E1 komafiat)and Ev{ (F#) 
Construction : The Segah scale is combined with the U§ 5 ak scale. 


Segah Maye scale 

SegSh pentachord on onginal location 


Usjak tetracliord Biiselih pentachord on Neva 



Ustih scale on original location 


The names of the notes for the makam Segah Maye; 

Segah, t^argah, Neva, Dik Hisar, Evg, Gerdaniye, Muhayyer, Tiz Segah 

Behavior: 

The melodic progression begins with the makam Segah. Short modulations 
are played to the makam Usjak. The Tmal cadence is played widi the makam 





Dominant :Neva(D) 
Leading tone: Rast (G) 


Accidentals : Segati (B1 koma flat) 

Construction: The U 5 §ak scaie is combined with the Seqah scale. 


DiigSli .Vlaye scale 

Usgak leliachord H 

liTi nnciinal Ini'afinn 
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iiLselik pentachord on Neva 
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giaallocauci 

Seaah centachorcl on onmnal location 
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Segih scale oil onginal location 


The names of the notes for the makam Diigah Maye; 

DOgah, Segah, C^argah, Neva, Hus€}tii, Acem, Gerdamye, Muhayyer 

Behavior; 

The melodic progression begins with the makam Ussak. Short modulations 
are played to llie makam Segah. The final cadence is played with the makam 
Ussak. 




Tonic :Rast(G) 

Dominant note: Neva(D] 

Behavior : Ascending or ascending-descenOiig 

Leading tone : Irakdowf#) 

Accidentals : Segah (B1 koma flat) and Evg (F#) 

Construction : The Rast scale is combined with the Maye scales. 


Segali peniachord un orpiinal iucation 







The names of the notes for the makam Sazkar: 

Rast, Dugah, Segah, Cargah, Neva, Httseyni or Dik Hisar, EV9, Gerdaniyc, 
Muhayyer. Tiz Segah 

Extension: 

The makam Sazkar exiends wth the Rast letrachord on YegSh (low D). This 
flavor fits che character of all three makams. 






Behavior; 

The melodic progression may begin with any of the three makams due to 
the tnakam’s ascending character. After the three scales are played, a half 
cadence is played on Neva (D). The extended section is emphasized and 
the final cadence is played with the Rast flavor 

#»CDi|ao} Analysis of the Sazkar Taksim: 



07" The tateim begins around Rast (G) due to the makam’s ascending 
character, A suspended cadence is played on Segah (B 1 koraa flat). 

19” The suspended cadence with the Segah flavor on Segah (B 1 koma flat) 
is repeated. Kurdi (A#) is used as the leading tone. 

27” A suspended cadence is played on Dugah (A). 

50" DOgflh (A) is emphasized. The Rast flavor is played in its original location 
(G). A suspended cadence is played on begdh (151 koma flat) with the Segah 
flavor. 

1:00" Following a short Hiizzam flavor, the Segah flavor is emphasized. 
1;10” A suspended cadence is played again on Dugah (A), 

The tnakaiii descends to YegSh (low D). The final cadence is played with 
the Rast flavor in its original location (G). 


The composiLion begins around Rast (G) due lo the makam’s ascending 
character. Segib (B I koma flat) is emphasized. A suspended cadence is 
played on Segah (B 1 koma flat) with the Segfih flavor (Bars I-IO). The 
Rast flavor is used. A half cadence is played on Neva (D) with the Rast flavor 
with Acera (F) (Bars 11-18). Suspended cadences are flavor on Segfih (B 
1 koma flat) with the Segfih flavor and on Dugah (A) with the U?sak flavor 
(Bars 19-ZO). A short modulation to the HQzzam flavor is played in its 
original location (B 1 koma flat) (Bars 21-22). The Rast flavor is used. The 
scale descends to Yegah (low D). The final cadence is played with the Rast 
flavor in its original location (G). 











Note: 

The taksim and the composition recorded For the makam Sazkar are also 
representative of the makams DQgah Maye and SegSh Maye, since the inakaa 
Sazkar encompasses both Maye flavors. The suspended cadences played on 
Segah (B 1 koma flat) with the Segah flavor are indicative of the makam 
Segah Maye. Likewise, the suspended cadences on DUgah (A) with the U§§ak 
flavor are indicative of the makam Diigah Maye. 




mzam 


Tonic : Segah(B1 komaflat) 

Behavior : Ascending-descending 

Dominant : Neva (D) 

Leading tone: Kiirdi (A#) 

Accidentals : Segah (B1 koma flat), Evg (F#), Hisar (E 4 komas flat) 

Construction: The Hicaz Huinayun scale is added onto the third degree of the Hiizzam 
pentachord on Neva (D), 


HUzzan scale 



lluzzain peiilachovd Hicaz IlLHiiayiui scale on Neva 

uii oiigiiial location 


The names of the notes for the makam Hiizzam: 

Segah, Cargah, Neva, Hisai', Evg. Gerdaniye, Muhayyer, Sunbflle, Tiz CargSh. 
Tiz Neva 

Extension; 

The makam extends in the low register before the tonic with the Ujgak 
flavor on DugSh (A) and with the Rast flavor on Rast (G). The Uffak flavor 
forms the descending Karcigar scale and the Rast flavor forms the Basil 
Suznak scale. 

The makam extends into the high register with either the Hicaz or Se^h 
flavor on Evg (F#). Other extensions are done with the Buselik flavor (or 
occasionally with the Rast flavor) on Gerdaniye (high G) and with the Seglh 
flavor on Tiz Segah (high R 1 koma flat). 


♦♦yp'l 122') 


Behavior; 

The melodic progression begins around Neva (D) with the HQzzam flavor. 
A half cadence is played on ihis note with this flavor. Suspended cadences 
can be played on Evg {?#) and Hisar (E 4 komas flat) without any flavor 
when using the 1 luzzam flavor on Neva (D). It is part ol the tradition to 
play a rveyan on note Eve (F^) ^th the SegSh flavor and to descend until 
the note East (G). This indicates the Suznak flavor when performing the 
makams I luzzam and Segah. Following these modulations, the final cadence 
is played on Segah (B 1 koma flat) with the HOzzam flavor. Alternatively, 
the final cadence can be played on Segah (B 1 koma flat) with the Segah 
flavor using the Dik Hisar (E 1 koma flat). 

The Hicaz flavor on Neva (D) has notes with varying intervals. The twelve 
koma interval between the notes Hisar (E A komas flat) and Eve (F#) should 
never be played as written. For the raakam HQzzam, the Hisar (E A komas 
flat) is played quite higher than it is wriiien and when concluding the 
iirakam it becomes the Dik Hisar (E 1 koma flat). This manner of playing 
the Hicaz flavor is called the 1 luzzam flavor and the note going back and 
forth between the notes Hisar (E 4 komas flat) and Dik Hisar (E 1 koma 
flat) is called the Huzzam degree. 

Analysis of the Huzzam Taksim: 
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00”-2r’The melodic progression begins around the dominant Neva (D) 
due to the makam's ascending-descending character. Suspended cadences 
are played on notes; Neva (D), Cargah (C) and SegSh (B 1 koma flat) in that 
order. 

33” Gerdaniye (high G) is emphasized. A suspended cadence is played on 
Evg (F#) in a manner befitting the HDzzam character. 

44” A suspended cadence is played on Hisar (E 4 komas flat) again with 
ihe Huzzam characieristic. 


45”-l; 12” The melodic progression continues with the flavors of the makam 
Huzzam. The final cadence is played on Segah (B 1 koma flat) with the 
Hflzzam flavor. 


McDii 23 j Hiizzam Saz Semaisi 

Aksak Scmai 'I'anburi Bilyuk Osman Bey 



The composition begins around the dominant Neva (D) due to the makam’s 
ascending-dcsccnding character. After the HUzzam flavor on Segflh (B 1 
koma flat) is carried out, a half cadence is played on Neva (D) (Bars 1-4). 
The Gerdaniye (high G) is emphasized. A suspended cadence is played on 
Segah (B 1 koma Hat) with the Segah with Acem (F) flavor. (Bars 5-6). The 
melodic progression continues with the flavors of the makam Huzzam. The 
final cadence is played on Segah (B 1 koma flat) with the Huzzam flavor 
(Burs 7-9). 














These tv/o muhaim, will be analyzed comparatively in order to clarify [heir structural 
differences and the moods they create. 


Tonic : Rast(G) for both makams 
Dominant : Neva (D) lor Doth mahams 
Behavior : Both makams are ascending-descending 

Leading tone; Irak (F# in low register) for both makams, though not used very often. 
Accidentals : SegSh (B l korra flat), Hisar (E 4 komas flat) and Evg (F#) for both makams 
Construction: 

Basit Suznak Scale: The Rast pentachord in its original location (G), the Hicaz tetrachord j 
on Neva (D). The makam extends over the high tonic Gerdaniye (high G) because of its ^ 
ascending-descending character. As a result of this extension, various Hicaz scales are | 
formed on Neva (D), These scales are shown on staves 1 and 2 below, \ 

Zirgiileli Suznak Scale: This scale is a transposition of the Zirgiileli Hicaz scale on Rast | 
(G). It is constructed with the Hicaz pentachord on Rast (G) and the Hicaz tetrachorO on \ 
Neva (D), The makam extends over the nigh tonic Gerdaniye (high G) decause of its 
ascending-descending character. The Hicaz Humayun scale is formed on Neva (D) when 
the makam plays its extension with the Buselik pentachord on the high tonic. Another 
extension is dlayed with the Hicaz pentachord on the high tonic Gerdaniye (high G). These 
scales are shown on staves 3 and 4 below. ' 





The names of the notes for the makam Basit Suznak: 

East, EXigah, SegSh, Cargah, Neva, Hisar, Evg, Gerdaniye, Muhayyer, SQnbtlle 
or Tiz Scgah, Tiz Qargah, Tiz Neva 

The names of the notes for the makam Zirqiileli Suznak: 

East, ZirgUle, Segah, CargSh. Neva, Ilisai, Evg. Gerdaniye, Muhayyer or 
Sehnaz, SClnbdle or Tiz SegSh, Tiz Qargah, Tiz Neva 

Behavior: 

Basil Suznak has a mood similar to that of the makam East. In some of the 
Basit Suznak compositions, a complete East feeling is present in the final 
cadence along with (he use of the East scale with Acem (F). The Hicaz flavor 
on Neva (D) is either played as in the liilzzam flavor or as in the Karcigar 
flavor. Suspended cadences, the Huzzam flavor on .Segah (1 koma flat B) 
and the Karcigar flavor on DUgah (A) can be used during the melodic 
progression of the makam Basit Suznak. 















The iiiakani ZirgQieli Suznak does iioi use ihe East flavor very often. The 
Hicaz flavor on Neva (D) is played as wriuen, unlike the Hicaz flavor used 
for the makam Baslt Suznak. The Hicaz flavor is frequently used in the makam 
ZirgUlell Suznak. Short suspended cadences can be played on Cargah (C). 

In numerous compositions, the 'Basit’ or ‘Zirgiile’ distinction is not made 
on the score and the name of the makam is only written as 'Suznak'. It is 
possible to see compositions in which both makams are used together until 
the conclusion at which point one of them is chosen for the final cadence. 

i|24) Analysis of the Basit Suznak Taksim: 



The melodic progression begins around dominant Neva (D) due to the 
tnakam's ascending-descending character. 

20” A half cadence is played on Neva (D). 

43” The East flavor in its original location (G) is played indicating the 
makam Suznak. A half cadence Is played on Neva (D) with the Hicaz flavor, 
typical for the makam Suznak. 

1:06” A short modulation to the makam Karcigar is played with the u.se of 
f^argah (C). 

I:06”-l;.30” The Hicaz flavor typical for the makam Suznak and the Rast 
flavor are played once again The final cadence is played on Rase (G) wnih 
the Suznak flavor. 





The composition begins around notes Rast (G) and Neva (D) due to the 
makam’s ascending-descending character. A half cadence is played on Neva 
(D) with the Zirguleli buznak flavor (Bars 1-2). The melodic progression 
continues with the Hicaz flavor typical for the makam Zirgttleli Suznak. A 
half cadence is played on Neva (D) (Bars 3-^). The Rast flavor in its original 
location (G) is played and the Basit SuznSk flavor is presented. The final 
cadence is played in the Rast with Aceni (F) flavor (Bars 4-8). 

||cDi[26) Analysis of the Zirguleli Suznak Taksim: 



The melodic progression begins around dominant Neva (D) due to the 
makam's ascending-descending character. 

06” A half cadence is played on Neva (D) with the Hicaz flavor. 

23” The melodic progression continues with the Hicaz flavor typical for the 
makam Zirgilleii .Suznak. A half cadence is played on Neva (D). 


35" A short suspended cadence is played on QirgSh (C). 
The final cadence is played with the ZirgQieli Smnak flavor. 


Zirguleli Suznak §arki 


Osman Pehlivan 
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The composition begins around Neva (D) due to the makam’s ascending- 
descending character. A half cadence is played on Neva (D) with the Hicaz 
flavor typical for the makam Zirguleli Suznak (Bars 1-2). A short suspended 
cadence is played on Segah (B 1 koma flat) (Bar 3) The final cadence is 
played with the Zirguleli Suznak ilavor (Bar 4). 



Tonic :Rast(G) 

Behavior : Descending 

Dominant : Gerdaniye (high G) is the primary dominant. Haif cadences are piayed on this 
note with the Hicaz and the Buseiik fiavors. The Neva (D) is the secondary 
dominant. A half cadence is played on this note with the Hicaz flavor. 

Leading tone: Irak (iow F#) 

Accidentais : Segah (B1 koma fiat), Zirgiiie (A 4 komas flat), Hisar (E 4 komas fiat) and 
Evg (F#), 

Construction; The Hicazkar scale Is the descending Hicaz Zirgiiie scaie or Rast iG). The 
Hicaz and the Buseiik pentachords are added to the high tonic Gerdaniye 
(high G). 


Ilic 


izkSr scale 


H icaz pentachorU 

on Gerdaniye Hicaz tetrsjjbord 



Hicaz Hunia>'uii scale on N'eva 



I lieu' I liiinHvun scnlc on KasI 


The names of the notes for the makam Hicazkar: 

Rast, ZlrgOle, Segah, C^rgah, Neva. Hisar, Evg, Gerdaniye, Jehnaz or 
Muhayyer, Tiz Segdh or Siiribule, Tiz (^argah, Tiz Neva. 

Rast, Zirgule, Segah, Cargah, Neva, Nim Hisar, Acem, (terdaniye 







Behavior: 

The melodic progression begins around the high tonic Gcrdaniye (high G). i 
The Buselik flavor is used on the high tonic in many of the compositions, 
li has become a tradition to begin the makam with the Buselik flavor and 
to play the second half cadence with the Hicaz flavor on Neva (D). Meanwhile, 
suspended cadence can he played on (^argSh (C) with the Nikriz flavor. 

The compositions wnilcn lor the inakain Hicazkar use tlie ilieaz Humayun 
scale on Rast (G). This scale adds ihe KQrdi flavor on Neva (D) and the 
Buselik flavor on Cargah (C) to the makam The final cadence in some of 
the compositions is also played with the Hicaz Humayun scale. 

The Hflzzatn flavor on Dik Hlsar (E 1 koma flat) is used in some of the 
compositions written tor the solo instrument and in the tahsims of master 
musicians. This modulation to the Hazzam flavor places the makam in a 
completely different mood. 

♦♦cDi lee) Analysis of the Hicazkar Taksim; 





i.lO" 


The melodic progression begins around Gerdaniye (high G) with the 
Buselik flavor due to the tnakam’s fully descending character. The first half 
cadence is played on Gerdaniye (high G). 

27” Second half cadence is played on Neva (D) with the Hicaz flavor. 
27”-44” The melodic progression continues with the Zirgiileli Hicaz flavor 
on Gerdaniye (high G) with support from the Gargah (C). Suspended 
cadence is played on Hlsar (E 4 komas flat) without any flavor. 

1 ; 10” The final cadence is played with the makam Zirguleli Hicaz scale on 
Rast (G) 



t»CDli29) 


Hicazkar Saz Semaisi 



The composition begins around the Gerdaniye (high G) due lo ihe makam’s 
fully descending character. A half cadence is played on Neva (D) with the 
Hicaz flavor (Bars 1-2). The East llavor typical to the makam Hicazkar is 
played (Bar 3). A Iralf cadence is played on Neva (D) with the Hicaz flavor 
(Bar 4). The melodic progression continues with the Zirgilleli Hicaz scale 
on Gerdaniye (high G) with support from Carg^h (G). The final cadence 
is played on Rasi (G) with the ZirgQleli Hicaz scale (Bars 3-8). The second 
hane begins with the melodic phrases of the Zirguleh Hicaz scale on Rast 
(G), which is the main scale of the makam Hicazkar (Bars 9-12h The ieslim 
section is played again. The composition concludes with a melodic phrase, 
frequently used in the makam Hicazkar [Hicaz (D 4 komas flat) is used in 
the last bar of the composition]. 




rte makam iOirdili t!icaz)iar wa, cnuwd by iiuci Arij Bey. 

Tonic :Rast(G) 

Dominant : Gerdaniye (high G) is the primary domiriant.The flavors used on this note 
and what the secondary dominants are will De explained below. 

Behavior ; Descending 

Leading tone: Acem A§iran (low F). Although a whole step leading tone is less powerful 
than a half step leading tone, the melodic jumps from the Acem A|iran 
(low F) to the notes (Jargah (C) and Nim Hisar (El») in this makam, 
strengthening the final cadence. 

Accidentals : Kurd! lBl.),NimZirg0le(Ai»)andNimHi5ar(Eh) 


BuseUk pentachord on Cangah 


Kirdi tetrachord on Rasi 


The names of the notes for the makam Kurdili ^icazkar (in ascending order): 

Rast, Nim Zirgille, Ktlrdi. Cargah. Neva, Nim Hisar, Arem. Gerdaniye, Nim 
5ehnaz or Jehnaz, Sunbule or Tiz Segah, Tiz Cargah, Tiz Neva 

Construction and Behavior: 

The main scale of the makam Kurdili Hicazkar is the descending Kurd! scale 
on Rost (G). During the melodic progression, various scales and flavors 
which provide the essence of the makam Kttrdili Hicazkar are added to this 
mam scale. The makam Kurdili Hicazkar can be constructed in several 
different ways. 

One possible consiruction is when the scale extends above the high tonic 
Gerdaniye (high G) with the Ktlrdi pentachord. Gerdaniye (high G) is the 
primary dominant, and (^argah (C) is the secondary dominant. However, 
this version of the scale is used less than the other constructions of the 
makam. 

In another possible construaion, the melodic progression is played with 
the makams Hicazkar and KQrdi (Hicazkgr-i Ktlrdi), hence the name; Ktirdili 
Hicazkfir. The Gerdaniye (high G) is the primary dominant. As with the 
makam Hicazkar, half cadences are played on this note first with the Buseiik 
and then with the Hicaz flavors. Following the half cadences on Neva (D) 
with the Hicaz (lavor and Qjrgah (C) with the Niknz flavor, the final cadence 
is played on Rast (G) with the Ktlrdi flavor There are many compositions 
written with this melodic progression. 

Yet another .scale ti.sed for the makam Kurdili Hicazkar is formed by beginning 
with the Arazbar scale and concluding with the descending Ktlrdi scale. 
This melodic progression is abo very common and arouses a different feeling 
for the makam. The .scale of the makam Arazbar, which is used in this 
version, is formed by the transposition of the Ujsak and Beyaii scales to the 
Neva (D). The Gerdaniye (high G) b the primary dominant and half cadence 
is played on this note with the Buseiik flavor. The Neva (D) is the secondary 
dominant and half cadence is played on this note with the Ujsak flavor. 
After these flavors, the Catgah (C) gains focus. Then, the final cadence is 
played on Rast (G) with the Kurdi flavor. 


The Nim Zirgule (Al>), which belongs to the Kilrdi flavor on the tonic, is 


played higher chan li is written. Near the conclusion of the makara, ZirgCle j 
(A 4 komas ilat) replaces Nim Zirgiile (Ab). This flavor resembles the mood 
of the U55ak flavor with its second degree played lower chan wriiien. There j 
are only a few compositions playing the final cadence with the exact KUrdi 
flavor on Rast (G). Most Kurdili llicazkar compositions play their final 
cadence with this flattened Ilggak flavor. 

All the scales explored above modulate towards each other during the 
melodic progression. They should not be considered as separate from each 
other and the makam Kili'dili Hicazkar should be regarded as the combination 
of these scales. 

Analysis of the Kurdili Hicazkar Taksim: 



The melodic progression begins around Gerdaniye (high G) with the Kiirdi 
flavor due to the makam's descending character. 

20” The scale descends to Rast (G) with the KOrdi flavor. A half cadence 
is played on Gerdaniye (high G) with the Hicaz flavor. 

30” A suspended cadence is played on Neva (D) with the Ujsak flavor. 

38 The Hicaz flavor is played on Gerdaniye (high G). A suspended cadence 
is played on Neva (D) with the Karcigar flavor. 

The taksim continues with ihe Ktlrdi scale on Rasi (G). The final cadence 
is played on Rast (G) wiih the KQrdi flavor. 


The composiuon begins around Gerdaniye (high G) due to the makam's 
descending character. The melodic progression continues with the Kfirdi 
flavor. A suspended cadence is played on Nim Hisar (Ek) with the Gargih 
flavor (Bars 1-8). The scale descends to the Rast (G) with the Ktlrdi flavor 
(Bars 9-10). A suspended cadence is played on Neva (D) with the Ufjak 
flavor (Bars 11-7.3) The U§|ak flavor is retained and Gerdaniye (high G) 
is emphasized (Bars J4-16). The tesltm section is carried out with the Ussak 
flavor on Neva (D) (Bars 17-18). A suspended cadence is played on Gargah 
(C) with the Buselik flavor (Bars 79-20). The melodic progression continues 
with the Kflrdi scale on Rast (G). The final cadence is played on Rast (G) 
with the KQrdi flavor (Bars 27-24). 

Note: The Nim Ziigule (At) of the Ktlrdi flavor on Rast (G) is played higher 
than written during ihe KOrdili Hicazkar laksim and KQrdili Hkazkar Pe^rev. 














.^u^eJiA 


Tonic :DQgah(A) 

Behaviour ; Ascendirgorascending-descending 
Dominant iHuseynitE) 

Leading tone: NimZirgule(6#) 

Accidentals : None 

Construction: Car be seen in two different forms. 


1- Buselik pentachord in its original location (A), KLirdi tetrachord on the note HuseynKEI. 

2- Bjseiik pentachord in Its original location (A), Hicaz tetractiord on the note HOseyni (E). 


Buselik pentachord Kurd! lelrachord on ftuseyni 



Hicaz tetrachord on lliiseyni 

t r ""' 

" S ■ ^ • S - 


The names of the notes for the makatn Buselik: 

Diigah, Buselik, Cargah, Neva. Huseyni. Acem, Gerdaniye, Muhayyer 
Uugah, Buselik, Cargah, Neva, Huse^Tii, Dik Acetn, Nlm Jehnaz, Muhayyer 

Behavior: 

Contrary to the common claims m the Turkish classical music theory htxiks. 
the Htiseyni Qavor is used as often as the KOrdi and I licaz flavors on the 
Htiseyni (E) v-nthin the longer compositional forms written for the makam 
Buselik. In many of these compositions, the first half cadence is played with 
the HUseyiii flavor on the dominant Iltiseyni (E). 



Many composers begin the makam with the Cargah tetrachord on Rast 



(G) and play a suspended cadence on ^argah (C). Afterwards, the first half 
cadence is played on Huseyni (E) with the Huseyni flavor, and the makam 
goes on with the Busellk pentachord on the tonic. 

Rast (G) is used as the leading tone throughout the makam until the final 
cadence on the tonic, where Nim Zirgule (G#), which is the actual leading 
tone of the Buselik scale, is used for the final cadence. 

Other characteristics of the makam are the Hicaz flavor on Neva (D) and 
the Nikriz flavor on Qe^rgih (C) that have been used in several Buselik 
compositions. 

If a meyan section is to be played, it usually starts with the Hicaz flavor on 
the dominant Htlseyni (E). This flavor is a key to modulate to the other 
makaras. 

ilcD!^ Analysis of the Buselik Taksim; 



The melodic progression begins around the tonic DUgah (A) due to the 
makam's ascending character. 

16” A suspended cadence is played on the tonic Dugah (A) with the Buselik 
flavor. 

20” A suspended cadence is played on the (^argSh (C) with the Qargah 
flavor. 

2l”-27” The Htlseymi flavor is used on Huseyni (t). 

40" A suspended cadence is played on Buselik (D). 

41’’-!: 09” The Qirgah flavor on Cargah(C) is emphasized with the support 
of Rast (G). The final cadence is played on the tonic Diigah (A) with the 
Buselik flavor. 
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The composition begins with an emphasis on the Catgah flavor on Cargah 
(C) due to the makam’s ascending character. The final cadence is played 
on the tonic DUgah (A) with the Busellk flavor. (Bars 1-4) The CargSh 
flavor on CargSh (C) is emphasized. The final cadence is played on the ionic 
Dilgah (A) with the Buselik flavor (Bars 5-9) 





Tonic :Rast(G) 

Behavior : Ascending-descending 

Dominant :Neva(D) 

Leading tone: Irak IF#); intensifies the final cadence. 

Accidentals : Kijrdi (BW and Nim Hisar (EW 

Constriction: This makarr is a transposition of the rnakam Buselik scale on Rest (Gl, 
Two possible types of scales are used for the rnakam Buselik. 

The first type, which is the one with the Kiirdi tetrachord on the dominant, is transposed 
to form the main Nihavent scale. The Hicaz tetrachord on the dominant, which comes 
from the second type of the rnakam Buselik, can be considered only as a suspended 
cadence. If the Hicaz tetrachord on the dominant is played persistently, the rnakam may 
unintentionally acquire the mood of the rnakam Neveser or §edc)-i Araban. 

Nihavent scale 


Buselik pentachord on (last Kiirdi tetrachord Buselik pentachord on Geidaniye 



Kiirdi scale on Neva 


I lioaz tetrachord on Yogoh Buselik pentachord Kiirdi tctracliord on Neva 



Extended part 


The names of the notes for the rnakam Nihavent; 

Rast, DOgah, KOrdi, ^argah, Neva, Misar, Acetn, Gerdaniye 

Extension; 

The rnakam Nihavent extends above the high tonic with the Buselik pentachord 
so that the Kiirdi scale is formed on Neva (D). Turthcr, in some Nihavent 
compositions, the scale extends before the tonic with the Hicaz tetrachord. 




Behavior: 

The melodic progression begins around the dominant Neva (D) A half 
cadence is played on Neva (D) with the KOrdi flavor. The flavors of the 
makam are played without following a particular order and the final cadence 
is played on Rast (G) with the Buselik flavor. 

Nihavent is a frequently used makam in Turkish music. Compositions exist 
in almost all the possible forms and with a variety of flavors. The U||ak 
flavor on Neva (D), the gargah Havor on KQrdi (Bk), modulations to the 
makams Neveser and $edd-i Araban and chromatic notes are typically used 
for the makam Nihavent. 

This makam can be considered an innovative one, especially when compared 
with the conservative mood of the makam Buselik. 

McPifS*^ Analysis of the Nihavent Taksim: 



The mfaim begins around the dominant Neva (D) due lo the makam's 
ascending-descending character. 

04” Following a short suspended cadence on Neva (D) with the Kurdi flavor, 
20 the Neveser flavor is used and a hall cadence is played on Neva (D) 
with the Hicaz flavor. 

The tahsim continues with the Ktirdi flavor on Neva (D). 

35” A suspended cadence is played on Ktirdi (Bk). 

The final cadence is played on the tonic Rast (G) with the Nihavent flavor 
(the Buselik pentachord). 


eve^er 


Tonic :Rast(G) 

Behavior : Ascending or ascending-descending 

Dominant iNevatD) 

Leading tone; Irak (F 4 komas sharp) 

Accidentals : Dik Kiirdi (B 4 komas flat), Nim Hicaz (C#), Hisar (E 4 komas flat) and Evg (F#). 
Construction: The Nikriz pentachord in its original location (G), the Hicaz tetrachord 
on Neva (D), 


Neveser scale 


Hicaz tetrachord on Yegah Nikriz pentachord 



Flicaz tetrachord on Neva 



Extended pan 


The names of the notes for the makam Neveser 

Rast, E>ugali, Dik Ktlrdi, Nim I licaz, Nera, Hisar, Evg, Gerdaniyc 


Extension: 

The makam extends above Yegah (D) wiili the Hicaz tetrachord. 


Behavior: 

The melodic progression begins around the dominant Neva (D) and a half 
cadence is played on this note with the Hicaz flavor. After the flavors of the 
makam are played, the final cadence is played on Rast (G) with the Neveser 
flavor. Although the Neveser scale is constructed with the Nikriz pentachord 
on Rast (G), the Neveser flavor is different from the Nikriz flavor since it 
continues with the Hicaz flavor on Neva (D). 

The makam Neveser can be considered an unproductive makam for which 
there are few compositions, it is difficult to create the expected feeling of 
conclusion when performing this makam. The Neveser flavor Ls u.sed when 
performing makams that are similar to the Neveser makam such as the 
makams Nihavent, Nikriz and Jcdd-i Araban. 
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The taksim begins around dominant note Neva (D) with the Neveser flavor 
due to the makam’s ascending-descending character. 

22” A half cadence is played on Neva (D) with the Hicaz flavor. 

The melodic progression continues without straying from the Neveser flavor. 
The final cadence is played on Rast (G) with the Neveser flavor. 


MCD1|36) 


Neveser Pe§rev 


hafif YusuflV 





The composition begins around the dominant Neva (D) with the Neveser 
flavor due to the makam's ascending-de.scending character. A half cadence 
is played on Neva (D) with the Hicaz flavor (Bar 8) The melodic progression 
continues witliout straying from the Neveser flavor. The final cadence is 
played on Rast (G) with the Neveser flavor. 



Tonic : YegSh (iow D) 

Behavior : Descending 

Dominant ; Meva (D) is the primary dominant with Rast (G) as the secondary dominant. 

During the melodic progression, Rast (G) Is more strongly emphasized 
than Diigah(A) which is the junction point of the tetrachord and pentachord 
which form the scale. A suspended cadence with the Neveser flavor is 
played on Rast(G). 

Leadingtone: KabaNim HicazflowC#) 

Accidentals : Dik Kurd! (B 4 komas flat), Hisar (E 4 komas flat), Evg (Frf) and Nim Hicaz 
(low C#) 

Construction: The makam 5edd-i Araban is the descending transposition of the Hicaz 
ZirgOle scale on Yeg§h (low D), 

(The Hicaz scales formed on Neva (D) are called Araban scales.) 


$edd-i Araban scale 



Extended nart 



Hicaz Ziigule scale on Neva 


The names of the notes for the makam ^dd-i Araban: 

Yegah, Kaba Hisar, Irak, Rast, Dugah, Dik Ktlrdi, Nim Hicaz, Neva 












Extension; 

The makam extends with the Hicaz Zirgiile scale over the high tonic. 

Behavior: 

The melodic progression begins around Neva (D) with the Hicaz scales and 
the first half cadence is played on this note with the Hicaz Ravor. A suspended 
cadence can be played with the Buselik flavor on Gerdamye (high G) which 
is the dominant note of the Hicaz flavor on Neva (D). The raakam descends 
to Ra.st (G) with the Neveser flavor and the second half cadence is played 
on this note with the Neveser flavor. CargSh (C) is played in order to present 
the Buselik flavor on Rast (G). The melodic progression continues with the 
Hicaz Htlmayun scale on Yegah (low D). The final cadence is played on 
Yegah (low D] with the Hicaz ilavor.The makam Sedd-i Araban is a bright 
and a lyrical makam because of its wide range as well as the makam Neveser 
and the Hicaz flavors it encompasses. 




When performing the makam fiedd-i Araban, the Nihavend flavor would 
weaken the effect of the makam. The Nihavend flavor appears on Rast (G) 
when Gargah (C) replaces the Nim Hicaz (C#) of the Neveser flavor on Rast 
(G). For this reason, Cargab (C) should only be u.sed on purpose 
When moving to the conclusion of the makam, Gargah (C) is used in order 
to use the Hicaz Humayun flavor on Yegah (low D). This Hicaz Huimyun 
scale on Yegah (low D) can repeat itself one octave higher, on Neva (D). 
The Rast flavor is played on the Gerdaniye (high G), in the Hicaz scale on 
Neva (D). The Tiz SegSh (high B 1 koma flat) and Tiz GurgSh (high C) are 
played during the flavor. Using the Gerdaniye (high G) as the dominant 
note would yield the scale Hicaz scale, and using the lvluha>'yer (high A) 
as the dominant note would yield the scale Uzzal scale. The Hicaz scales 
modulate frequently between each other. In almost all §edd-i Araban 
compositions these flavors appear in the meyan part of the composition 











Hicaz telrachord oil Yegah Miknz pentachord Hicaztetrachord on Neva 



txiended pan 


Repeating the Zirgtlleli Hicaz scale on Yegah (low D) one octave higher on 
Neva (D) is not a frequent situation in the Jedd-i Araban compositions. 
Following the melodic progression in the Hicaz scales on Neva (D), the 
Hicaz Zirgtlle scale is used on Yegah (low D). Towards the conclusion, the 
Hicaz Htlmayun scale is used thus completing the makam Jedd-i Araban. 
The Neveser flavor is the overlapping part of the Hicaz ZirgOle and Hicaz 
Hilmayun scales. The Hicaz makams in ihe low and high registers of the 
scale clearly show ihai there is no place for the makam Nihavend within 
the makam §edd-i Araban. 

^c~D 1 1'a?) Analysis of the §edd-i Araban Tahsim; 



20” The tahsim begins around Gerdaniye (high G) due to the makam's 
descending character. The melodic progression continues with the Hicaz 
scales on Neva (D). Gerdaniyc (high G) is used as the primary dominant 
note. A short suspended cadence is played on Muhayyer (high A). 

48" The melodic progression continues with the Hicaz scales on Neva (D). 
A second half cadence is played on Neva (D). 

Cargah (C) is played and the makam moves to the Hicaz scale on Yegah 
(low D). The Neveser llavor is indicated. The tinal cadence is played on 
Yegah (low D). 












The composition begins with the Hicaz scales on Neva (D) due to the 
makam's descending character. A half cadence is played on Ne\'a (D) (Bar 
1). Gerdaniye (high G> is emphasized. A half cadence is played on this note 
(Bar 1) Ihe melodic progression continues with the Hicaz scales on Neva 
(D) A half cadence is again played on Neva (U) with the Hicaz tlavor (Bars 
3-6). t^argah (C) is played and the makam moves lo the Hicaz scale on 
Yegah (low D). A suspended cadence is played on I^sl (G) with the Busclik 


flavor (Bars 7-8). The Zirguleli Hicaz scale is emphasized on Yegah (low 
D) (Ears 9-10). The final cadence is played with the Hicaz Humayun scale 
(Bars J J-I2X The third Jiane begins with a mcyan on Neva (D) with the 
Hicaz Uzzal flavor. A half cadence is played on Muhayyer (high A) with 
the Lljfak flavor (Bars J3-J4). The Rast flavor is used on Gerdaniye (high 
G) (Bars 15-16). The makacn Hicaz is indicated A half cadence is played 
on Neva (D) with the Htlmayun flavor (Bars' 17-18). 



Ionic ; Dugah(A)forbotfimakams 

Dominant : Neva (D) and Acem (F) for both makams. Acem (F) is the tonic of the 

Cargah pentachord and also the most diaracteristic note of the makam Beyati. 
Behavior ; The makam Acem; ascending-descending, the makam Acemkurdt descending. 
Leading tone: Past (G) for both makams 

Accitlentais : Segah (1 koma flat B) for the makam Acem and Kurdi (Bk) for the makam 
Acem kijrOi. 

Constriction: Acem: A ^argah pentachord on Acem (F) is combined with the scale of 
the makam Beyati 

Acemkurdi: A Kurd! tetrachord or pentachord is combined with the makam 
Acem scale over the tonic. 


Ussaktelrachoi'd Buselik peniacha-donNeva Caigah pentachord oii Acem 



Beyati scale 


Makam Acem scales 

\ceni Kurdi scale 


K.ttrdi pentachord Kurdi tetrachord 



The names of the notes for both of the makams: 

Dtlgah, Segah or Kurdi, Cargah, Neva, Huseymi, Acem, Gerdaniye, Muhay'yer. 


Extension: 

Both makams extend with the Cargah pentachord above Acem (Fl. 



Behavior: 

The makamAcem: 

The Beyaii scale Is the fundamental scale for the makam Acem. Playing the 
(^argflh flavor on Acem (F) and descending to Neva (D) with the Buselik 
flavor will be the same as using the Buselik pentachord of the makam Beyati. 
The use of the Cargah flavor distinguishes the makam Acem from the makam 
Beyati. 

Alternative!), the C^argah flavor is played on Acem (F) and suspended 
cadence is played with the Ujjak flavor in its original location (A). The 
Hicaz flavor and the Nikriz flavor on l^arg§h (C) are also used for this 
makam just as in the makam Beyati. 

The makam Acem Kiirdi: 

1 heory books describe the makam Acem Kiirdi as using the (^argah 
pcniathord on Acem (F) and the Buselik flavor on Neva (D) concluding 
with the Kurdi flavor in its original location (A). However, the makam Acem 
Kiirdi is a combination of the makam Acem and the Kurd! flavor. It should 
also be noted that the makam Acem must be completed before moving onto 
the conclusion with the KOrdi flavor. 

Almost all Acem KUidi compositions feature Nim Hisar (Et) towards the 
conclusion of the makam. However, this is not to be a modulation to the 
Nihavent flavor but a note that merely adds charm to the mood of the 
makam. 

^CP i|39) Analysis of the Acem Taksim: 



03” The taksim begins around Acem (F) due to the makam’s ascending- 
descending character. 

10” The melodic progression continues with the CargSh pentachord on 
Acem (F). The half cadence is played on Cargah note with the (^argih flavor. 




The composition begins by emphasizing the Cargah flavor on Acem (F) due 
to the makam’s ascending-descending character. A half cadence is played 
on Acem (F) with the Cargah flavor (Bars 1-7). A short saspended cadence 
Is played on Neva (D) with the Buselik flavor (Bars 8-9). A half cadence is 
played on Accmnote with the (^argah llavor (Bars JO-14). The composition 
continues with the Beyati; and the final cadence is played with the Beyan 
flavor on tonic Dtigah (A) (Bars 15-28). 


























f»CDi[4i) Analysis of the Acem Kiirdi Taksim: 





04" The melodic progression begins around Accra (F) due to the makam's 
descending character, 

21 ” A half cadence is played on Cargah (O with the Qzrg&Yi flavor. 

19” The U§ 5 ak flavor on Dilgah (A) is presented. 

25” The C^argah flavor on Acem (F) is played. A suspended cadence is played 
on CargSh (C) with ihe CargSh flavor. 

.38” Nlm Hisar (Eh), which has become a tradition for the makam Acem 
Kitirdi, is used. The Kurdi flavor is played on Dugah (A). 

The fafetim continues with the flavors of ihe makam Acem KUrdi. The final 
cadence is played with the KOrdi flavor on DQgah (A). 






.rrf- p'tazraj l/r h 


The composition begins around Acem (F) due lo the makam's descending 
character. The Ktlrdi llavor on tonic Dilgah (A) is presented (Bars I -5). The 
Ktirdi flavor is used on Muha>yer (high A) and a suspended cadence is 
played on this note with the same llavor (Bars 6-10). After the C^fgSh flavor 
on Acem (F) is carried out, a half cadence is played on Acem (F) with the 
Cargah flavor (Bars IJ-J5). The composition continues with the flavors of 
the niakam Acem KUrdi. The final cadence is played with the KOrdi flavor 
on Dilgah (A) (Bans 16-20). 




Jfce;n 


Tonic 

Behaviojr : 
Dominant : 

Leading tone: 


Accidentals : 
Construction: 


Acem Amiran (low F) 

Descending 

me high tonic Acem (F) is used as the phinarv and the ?argah (C) is used 
as the secondary dominant due to makam's descending character. 
Huseyni Amiran (E). One exception to this is the use of the note Kaba 
Cargah (low C) as the leading tone in place ot Huseyni A§iran (£) during 
the conclusion of this makam. 

Kiirdi (Bh) 

This makam is the transposition of the Cargah scale to the note Acem 
Amiran (F). 


Awm A,ii 





Extended pan Acem A§iran scale ' Extended pan 


The names of the notes for the makam Acem A§iran: 

Kaba Cargah, Yegah, Huseyni A$iran. Acem A|iran, Rast, Thilgah, Ktlrdi, 
Cargah, Neva, Htiseyni, Acem, Gerdaniye, Muhayyer, bilnbule, Tiz Cargah 


Extension: 

The scale extends in both directions; below the tonic with the Cargah 
tetrachord and above the high tonic with the Cargah pentachord. 


Behavior: 

The makam Acem A§iran may feel stiff in character because of its scale. 
However, it is gentler than the other transpositions of the makam CargAh 
since the suspended cadences during its melodic progression soften the 
character. What creates this mild feeling is the use of the Buselik flavor on 
the note Neva (D), which brings with it the leading tone Nim Hicaz (C#). 


101 


However, this flavor should not be played with a persisting manner. In order 
to prevent the makam from acquiring the mood of the makatn Ferahfeza, ihe 
Buselik flavor should never be followed by Yegah (low D), 

■Wlien performing the makam Acem A$iran, the makam Acem must also be 
introduced. The use of the Ujjak flavor dunng the middle sections of the 
compositions written for the makam Acem A|iran in the classical form is 
indicative of the makam Acem 

The most used modulation in the coniposiuons and tafolms in the makam 
Acem Amiran is the Saba flavor and it is this characteristic that differentiates 
this makam from other transpositions of the Cargah scale. 

The Kardi flavor on Dtigah (A) with the leading tone Nim Zirgulc (G#), 
and the Cargah flavor on CargSh (C) with the leading tone Buselik (B) can 
be used for suspended cadences. It has almost become a tradition to descend 
on the note Kaba ((iargah (low C) before concluding the makam; especially 
for instrumental compositions and tafesims. 


♦♦CD 1 143) Analysis of the Acem Afiran Taksim: 



The melodic progression begins around Acem (b) due to the makam's 
descending character. 

1 7 The makam descends down to Acem A?irati (low F) pre.senting the 
Acem Ajiran scale. A half cadence is played on Acem (F) with the Cargah 

21” A half cadence is played on Cargah (C) with the Cargah flavor. 

27” A suspended cadence is played on Dugah (A) with the IJjjak flavor 
indicating the makam Accm, 

27”-48” The melodic progression continues with the Acem Ajiran scale. 
The final cadence is played on Acem Ajiran (low F) with the CargSh flavor. 


Acem A5iran Pe|rei/ 


Dcvr-i Kcbu 


Ncyzen 


Salih Dude 



The composition begins around the Acem (F) due to the makam’s descending 
character. The first half cadence is played on ^argah (C) with the CargSh 
flavor (Bars J-4h The second half cadence is played on Acem (h) with the 
C^atgah flavor (Bar.s 5-7). Segah (B 1 koma flat) is used. The suspended 
cadence is played on Neva (D), which is the dominant of the makam Acem 
(Bars 8-9). The melodic progression continues with the Acem Ajiran scale. 
The final cadence is played on Acem Ajiian (low F) with the Qargah flavor 
(Bars 10-14). The second hane begins with the Hicaz flavor on (Jargah (C), 
which is the initial cadence of the makams Saba and Sevkefza. A hall cadence 
is played on C^rgah (C) with the Hicaz flavor (Bars 15-21) Segah (B 1 
koma flat) is used and the Saba flavor is implied (Bars 22-23). The melodic 
progression continues with the Accra Amiran scale. The final cadence is 
played on Acem A$lran (low F) with the Cargah flavor (Bars 24-28). 







Tonic : Yegah(lowD) 

Dominant ; Acem (F). ^rgah (C) is also important. 

Behavior : Descending 

Leading tone; Kaba Nim Hicaz (low C#) 

Accidentals ;Kjrdi(6i>) 

Construction: Two kinds of scales exist for the makam. 

• The Acem scale is combined with the Acem A§iran scale and the transposed Buselik 
scale on Yegah (low D). 

• The Acem Amiran scale is combined with the transposed Buselik scale on Yegah (low D). 


yarg ih peiilaul iord on / 











The names of the notes for the makam Ferahfeza: 

The Buselik scale on the Yegah (low D): 

Yegah, Htlseyni A§iran, Acem Ajiran, Rast,, Dugah, Kurdi, Cargah or Nim 
Hicaz, Neva 

The Acem Ajiran scale: 

Acem Ajiran, Rast, DUgah, KQrdl, C^iargah, Neva, Htlseyni, Acem 

The Cargah pentachord on the Acem (F): 

Acem, Gerdaniye, Muha) 7 er, Sunbiile, Tiz (^argah 

Extension: 

The first type of Ferahfeza scale does not extend because it already has a 
wide range. The second type of Ferahfeza scale extends over Acem (F) with 
the Cargah pentachord. 

Behavior: 

The melodic progression begins around the dominant Acem (F) and a half 
cadence Is played on Acem (F) with the Cargah flavor. The Acem scale is 
introduced either with the Buselik flavor on Neva (D) or directly with the 
Usjak flavor on Dtlgah (A), 

Acem (F) is emphasized in order to prepare for the Acem Amiran scale. 
Suspended cadences are played with the Buselik flavor on Neva (D), Cargah 
on Cargah (C), Kurdi on Diigah (A) and Cargah on Acem Asiran (low F) 
in order to present the makam Acem Aflran. 

The melodic progression continues with the flavors of the makam Buselik, 
which is transposed to Yegah (low D), It is wonh noting that, m the classioal 
compasiuons written for the makam Ferahfeza, the two types of scales that 
exist for the makam Buselik are both used. 

Following the Ktirdi and Hicaz flavors on Diigah (A), the final cadence is 
played on Yeg9h (low D) with the Buselik flavor. 


♦<CD i|45) Aral/sis of the Ferahfeza Taksim: 



The melodic progression begins around Acem (F) with the Qargah flavor 
due to the makam’s descending character. 

08" A half cadence is played on Acem (F) v-ith the Cargah flavor, 

J5” A suspended cadence is played on Cargah (C) with the Cargah havor. 
23 ’’ The makam Acem is presented with the U^jak flavor played on Dtigah 
(A). 

26" With the Segah (B 1 koma flat) replaced by KOrdi (B t), 

35 the makam descends to Acem Amiran (low F), thus presenting the 
makam Acem A§iran. 

36”-49” The final cadence is played on the Yegah (low D) with the Buselik 
flavor. 



The composition begins around Accm (F) with the CargSh Havor due co the 
makam’s descending character. A half cadence is played on Atem (F) with 
the Cargah flavor (Bars i-2). A suspended cadence is played on (fatgah (C) 
(Bar.s 3-4). The melodic progression continues with the (^argah flavor on 
Qtrgah (C) (Bar.s .5-9). The makam Acem is presented with the Ujfak flavor 
played on Diigah (A) (Bar 10). The melodic progression continues with 
the flavors of the makam Acem (Bars J J-I5). Ktirdi (B \?) is used and 
suspended cadence is played with the Kurdi flavor on Dugah (A) (Bar 
16). The composition continues with the Buselik scale on Yegah (low D). 
The final cadence is played on Yegah (low D) with the Buselik flavor (Bars 




















Tonic :D0gah(A| 

Behavior : Ascending 
Dominant : Neva (0) 

Leading tone: Rdst(G) 

Accidentals : Segah (B1 koma fiat) 

Construction: U^^ak tetrachord in its originai iocation (A), Buseiik pentachord on Neva ID) 


ll$»ak scale 

Rasl pentachord on Yeyah Uj^ak tetrachord Riiaelik pentachord on Neva 





The names of the notes for the makam li^gak: 

Yegah, HOseyni Amiran, Irak. Rast, Dflgah, Segah, Cargah, Neva, Hilseyni, 
Acetn, Geidaniye, Muhayyer 

Behavior: 

The melodic progression begins widi die U^jak flavor due lo the makara's 
ascending character. Alternatively, the makam can begin with the dominant 
Neva (D), It is imperative that the Usjak tetrachord immediately be 
emphasized if beginning with this alternative. A half cadence is played on 
the dominant Neva (D) with the Buseiik flavor. The flavors SegSh and Rast 
which already exist naturally in this makam are used in a non-persistent 
manner. The section of the extension before the tonic is presented with the 
Rast flavor on Yegah (low D). The final cadence is played with the Uj^ak 
flavor on Dilgah (A). 

The position of ScgSh (B 1 koma flat) is the most important factor in 
performing the makam Ujsak. Also known as the “Uffak tone." Segah (B 


1 koma flat) usually takes a 2.5 or a 3 koma value when played. If this note 
is played lower than this koma interval, the U$|ak flavor becomes the KOrdi 
flavor. In order to perform the makam U§|ak in its most classical sense, 
Segah (B 1 koma flat) must be played sharper than its koma interval. 

t»CDii«7) Analysis of the U§§aK Taksim: 



The melodic progression begins around the tonic Dtigah (A) due to the 
makam’s ascending character. 

20” A suspended cadence is played on the tonic Dtigah (A) with the U§sak 
flavor. The U§§ak scale is played between Ycgah (low D) and Hiiseyni (E). 
.38” Neva (D) is emphasized A half cadence is played on the dominant 
Neva (D) with the Buselik flavor. The high tonic Muhayyer (A) is played. 
42” A suspended cadence is played on <^arg4h (C) with the QargSh flavor. 
45” A suspended cadence is played on Segflh (R 1 koma flat) without any 
flavor. 

52” Melodic phrases are played descending to Yegah (low D) with the Rast 
flavor. The extended part of the scale is presented. 

The final cadence is played on the tonic Dugah (A) with the Usjak flavor. 



♦ ♦€01148) 


U§§ak Saz Semaisi 


AksakScraai Neyzen SaJihDede 



The composition begins around the tonic Diigah (A) due to the makam's 
ascending character. A suspended cadence is played on the ionic DQgah 
(A) with theTJjjak flavor CBnrs 1-2). Neva (D) is emphasized. A suspended 
cadence is played on begad (B 1 koma Hat) without any llavor (Bars 3-4). 
A suspended cadence is played on DugSh (A) with the Usjak flavor (Bars 
.5-6). A half cadence is played on Neva (D) with the Buselik flavor (Bar 7). 
A suspended cadence is played on Segah (B 1 koma flat) without any flavor 
(Bar 8). The melodic progression conunues with the Ujjak scale. The final 
cadence is played on Dugah (A) with the U^^ak flavor (Bars 9-10). 


Tonic :Dug3h(A) 

Behavior : Ascending and descending 

Dominant :Neva(D] 

Leading tone: Rast |G) 

Accidentals : Seg3h(B1komaflat) 

Construction: Ussak tetracfiord in its original location (A), Biselik tetrachord on Neva (D) 




L:$sak tetrachord Biiselik pentachord on Neva 



Araban scale on Seva 


The names of the notes for the makam Beyati: 

Dtlgah, Segah, ^argah, Neva, Htiseyni, Acem, Gerdaniye, Muhayy’er 

Extension: 

The makam extends over the high tonic Muha^yer (high A) with the Kurdi 
tetrachord. The Hicaz scale formed with the Hieaz pentachord on Neva (D) 
and the Kurdi tetrachord on Muhayyer (high A) is named Araban. 

Behavior: 

The makam Beyati looks like the ascending-descending form of the makam 
U??ak. but there are many important differences between the. two makams. 
The melodic progression begins with the dominant as the central focus due 
to the makam’s ascending-descending character. The makam Beyati does 


not start within the tow register like the makam Usjak. Another note that 
is of significance besides the dominant Neva (D), is the note Acem (F). 
Suspended cadences played on this note make it the secondary powerful 
note of the scale. The jumps between DOgSh (A) and Acem (F) are 
characteristic of tlic makam Beyaii and must be used often when performing 
this makam. 

Another difference between the makams Ujjak and Beyati is the extension 
of their scales. The makam Ujsak plays its extension within the low register 
while Beyati plays its extension by forming the Hicaz scale on Neva (D), 
although the scale is not used In ILS entirety. Usually, the Hicaz Ilavor on 
Neva (D) and the Nikriz Davor on (Jargah (C) are played and the scale 
returns to using Acem (F) 

The makam Beyati Araban, also explored in this guide, uses the same scale, 
but begins from the high register and concludes with the makam Beyati. 

i|49) Analysis of the Beyati Taksim: 



15" ’ 2H" ’ 



The melodic progression begins around the dominant Neva (D) due to the 
niakamb ascending-descending behavior. 

i5” A half cadence is played on the dominant Neva (D) with the Buselik 
Davor. 

28” The note Acem (F) is emphasized. A suspended cadence is played with 
the Nikriz flavor on (^argah (C). 

The melodic progression continues with the Nikriz Davor on Cargah (C). 
.37” The note Acem (F) is emphasized. The melodic progression is concluded 
with the flavors of the makam Beyati. The final cadence is played on the 
tonic Dugah (A) with the Ussak flavor. 



Composition begins around the dominant Neva (D) due to the makam's 
ascending-descending behaTOi. A half cadence is played on Neva ®) with 
the Buselik flavor (Bars 1-2). The first hane of the composition is completed 
with melodic phrases on DtigSh (A) with the U§fak Oavor (Bars 3-5). The 
note Acem (F) is emphasized in the teslim section. The melodic progression 
is concluded with the flavors of the makam Beyan. The final cadence is 
played on the tonic Dtigah (A) with the Liffak flavor. 

















Tonic ; Diigah (A) 

Behavior : Descending 

Dominant : Muhayyer (high A) is the primary dominant. A half cadence is played 
on this note with the Kurdi flavor. The secondary domirart is the note 
Neva (D). A half cadence is played on this note with the Hicaz ZirgOle 
flavor, the leading tone of which is Nim Hicaz (C#). 

Leading tone: Rast(G) 

Accidentals : Segah (B1 koma flat), Hisar (E 4 komas flat), Evg (F#) 

Construction: The Araban scale, which is the transposition of the Hicaz scales to Neva 
(D), is combined with the Beyati scale in its original location (A), 

Beyati Ar.ib.iii scale 

Biiselik pentachord on Neva t.'^ak lelrachord 



The names of the notes for the makam Beyati Araban: 

Dugah, Segah, C^egSh, Neva, Hiiseyni, .Acem, Gerdaniyc, Muhayyer 


Extension: 

The makarri Beyati Araban does not extend because it already has a witie range 

Behavior: 

Sadullah Aga, the creator of this makam, used it differenily than in its 
explanations in today's theory books. According to him, at the beginning 
of the makam, the Hicaz pentachord on Neva (D) is used as the central 



focus and Miihayyer (high A) is used as the dominant. The Uzzal scale is 
formed when Tiz .Segah (high R 1 koma flat) is used and the Hicaz Htlmayain 
scale is lormed when Stlnbiile (high B b) is used. Ihe Hicaz scale that appears 
when a half cadence is played on Muhayycr (high A) with the Kllrdi flavor, 
is not a point usually included in theory books. Following this, the note 
Gerdaniye (high U) comes into focus and a suspended cadence is played 
on this note with the Buselik flavor. The Hicaz Hilmayun scale is fonned 
on Neva (D) by the use of the Buselik llavor on Gerdaniye (high G). A 
second halt cadence is played on Neva (D) with the Hicaz Zirgtlle llavor 
using the note Niin Hicaz (C#) as ilie leading tone. The Anal cadence is 
played with the Buselik flavor on the tonic Neva (D), which incidentally is 
also the dominant of the Beyati scale. 

ft is worth noting that in some theory books, the makam Beyati Araban is 
described as the descending form of the makam Karcigar. However, no 
applications fitting this theoretical descriptions have been used in any 
compo.sitions 

ticp ij Bi) Analysis of the Beyati Araban Taksim: 



The melodic progression begins around Muhayyer (high A) due to the 
makam’s descending behavior. 

J8” Ahalf cadence is played on Muhayyer (high A) with the Kurd! flavor. 
27” A suspended cadence is played on the Gerdaniye (high G) with the 
Buselik flavor. 

41” A second half cadence is played on the Neva (D) with ihe llicaz flavor. 
51 ” The taksim moves on to the Beyati scale, and the Niknz flavor on i^argah 
(C) IS played. 

The melodic progression is completed with the Beyati scale. Tire final cadence 
is played on DQgSh (A) with the Uf|ak flavor. 



The composiiioii begins around Muhayyer (high A) due lo the makam's 
descending behavior. A half cadence is played on Muhayyer (high A) with 
the Kurdi llavor (Bar 1). A suspended cadence is played on Gerdaniye (high 
G) with the Busellk flavor (Bar 2). The second half cadence is played on 
Neva (D) with the Hicaz flavor (Bars 3-4). The composition moves onto 
the Beyati scale and the melodic progression is completed with the flavoij 
of the makam Beyaii. The final cadence is played on UilgSh (A) with the 
LJ§sak flavor (Bars 5-8). 







arc^ar 


Tonic :[)ijgah(A) 

Behavior ; Ascending and descending 

Dominant ;Neva(D) 

Leading tone: Past (G) 

Accidentals : SegahCB! komaflat), Hisar (E4komasflat)ardEvg{F#) 

Constraction: Ugsak tetrachord in its original location (ft), Hicaz tetrachord on the Neva (D), 

Karcigarsciile 


U s?ak tetrachord H icaz pentachord on Nera Kiirdi tetrac hoid on M iih^yer 
*1 original location 



Hicaz and Uzzal sc 


The names of the notes for the makam Karcigar: 

Dugah, Segah, Qargah, Neva, Hisar, Evg, Gerdaniye, Muha>yer 

Extension; 

The makam Karcigar extends with the Kiirdi flavor above the high tonic 
Muiiayyer (high A). With this extension, the Hicaz, Uzzal and Eiiltnayun 
scales are formed on the dominant Neva (D). 

Behavior: 

The melodic progression begins around the dominant Neva (D) due to the 
raakam’s ascending-descending character. The melodic progression continues 
with the Hicaz scales formed on Neva (D). In order to prevent the makam 


from acquiring ihc mood of the makam Bcyati Araban, the high register 1 
notes should not be played persistently Suspended cadences on Cargah | 
(C) with the Nikriz flavor and on Rast (G) with the Suznak (lavoi play an 
important role for this makam. Although the makam Karcigaris a contained 
makam, unlikely to stray from its core charactensiics, it can still manifest 
with surprising phrases, | 

Traditional Ka;ek(e compositions written for Karcigar are the finest examples 
of this makam. 



05” The melodic progression begins around dominant Neva (,D) with the 
Hicaz llavor due to the makam's ascending-descending character. 

08” A suspended cadence is played on Cnrgah (O wiih the Niknz flavor. 
25” The melodic progression continues with the Hicaz llavor, A half cadence 
is played on Neva (D) with the llicaz flavor. 

27-57” The melodic progre.ssion coniinues with the Karcigar scale. The 
final cadence is played on Dugah (A) with the Karcigar flavor. 











MC0I|54) 


Karcigar Saz Semaisi 


Aksak Scinai 






The composition begins around dominam Neva (D) with the Hicaz flavor 
due to the makam’s ascending-descending character. A halt cadence is 
played on the Neva (D) with the Hicaz flavor (Bars The composition 
continues on to the tcslim section with the Karogar scale. The final cadence 
is played on Ddgah (A) with the Karcigar flavor (Bars 5-8) 

Although the makam is constructed with the Ufjak tetrachord on the tonic 
Diigah (A), the term 'Karngar flavor' i.s used instead of ‘Ussak flavor’. The 
final cadence should be played with the Karcigar flavor in mind rather than 
merely using the L'^iak tetrachord. 














Tonic ; Dugah lA)for both makams. 

Dominant : Neva (D) is the dominant of the makam Neva. 

Muhavver (high A) is the primary and Neva (D) is the secondary dominant 
note of the makam Tahir. 

Behavior : The makam Neva is ascending-descending. The makam Tahir is descending, 
Leading tone: Rast (G) for tooth makams. 

Accidentals ; Segah (B l koma flat) and Ev^ (F#) for both makams. 

Constnction: The U|§al( tetrachord in its original location (A), the Rast pentachord on 
Neva(D) for both makams. 


Neva scale 





Extended pan 








l.^^ak tcti'achord 
on original liicatiiaii 



The names of the notes for both of the makams; 

Dugah, Segah, (^argah, Neva, Htiseyni, Ev<;, Gerdaniye, Muhayyer. 


Extension: 

Both makams extend with the Ujjak tetrachord on Muhayyer (high A). 

Behavior: 

The melodic progression of the makam Neva begins around the dominant 
Neva (D) due to the makam's ascending-descending character. The first half 
cadence is played on Neva (D) with the Rast flavor. The melodic progression 
of the tnakam Tahir begins around Muhayyer (high A) due to the makam's 
descending character. The first half cadence for the makam Tahir is played 
on Muhayyer (high A) with the Ujjak flavor and the second half cadence 
IS played on Neva (D) with the Rast flavor. 

The makam Neva does not set its melodic progression in the high register 
of the scale. The makam Tahir however, uses the high register of the scale 
persistently, then descends to the low register lo complete the makam Neva 
bel'ore the final cadence. 

Cadences with the Rasi flavor on Neva (D) using the leading tone Nim Hicaz 
(C#) are common in the makam Neva. The Rast flavor on Neva (D) ts 
necessary for the makam. Using the leading tone CargSh (C) instead of Nim 
Hicaz (C#) with the Rast flavor creaie.s an even more important suspended 
cadence which provides the mam character of the makam Neva. This cadence 
has been used in many classical compositions. The makam may unintentionally 
begin to resemble the mood of the makam Isfahan or even Yegah when Nim 
Hicaz (C#) is used persistently during the cadence on Neva (D) with the 
Rast flavor 

Another characteristic suspended cadence is played on Neva (D) with the 
Duselik flavor using the leading tune Nim Hicaz (C#). Playing Acem (F) 
instead of Ev? (F#) (‘descending attraction’) when descending to Neva (D) 
imbues this cadence with the Buselik flavor. 

One can achieve original melodic phrases by using Nim Hicaz (C#) when 
playing a suspended cadence with the Busebk flavor and using Cargah (C) 
when playing a half cadence with the Rast flavor on Neva (D). In order to 
prevent creating mood of the makam Tahir when playing a Neva laksim, 
the makams Isfahan and Yegah can be used to start a meyan. 


The Rast llavor on Neva (D) is also an extremely important cadence for the 
makam Tahir The Segah flavor set on third degree of the Rast scale can 
also be used on Ev? (F#) which is the third degree of the Rast flavor on 
Neva (D). The melodic phrases of the SegSh and Musiear flavors on Ev? 
(I-#) lend a distinct mood to the niakain Tahir, Outside of these characteristic 
poinis, the makam Tahir encompasses the makam Neva. 

The makam Tahir-Buselik is achieved by making the final cadence with the 
Buselik pentachord after the makam Tahir is performed. There are no other 
differences between these two makams. The Tahir-Rnselik scale is shown 
in detai] above. 


Analvsis of the Neva faksim: 


J8” The fflhsiju begins around the dominant Neva (D) with the Rast llavor 
due 10 the makam's ascending-descending character. The makam descends 
to Dugah (A) and the fir.si half cadence is played on Neva (D) with the Raa 
llavor. 

/8”-J5” The melodic progression continues with the Segah flavor on Eve 
(E#). The Rast flavor on Neva (D) is emphasized 

40” A suspended cadence is played on Caigah (C) with the Cargah llavor. 
4J ”-39” The final cadence is played with the Neva flavor on Dtigah (A). 
Segah (D 1 konia flat) is played higher chan written. 



KCD 1|56) 


Neva ^arki 
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The romposition begins around the dominant Neva (D) with the Rasi flavor 
due 10 ihe makam's ascending-descending character. The makam descends 
to Dtigah (A) and the first half cadence is played on Neva (D) with the Rasi 
flavor (Bors 1-4). E\'c (F#) is used The Rasi flavor on Neva (D) is emphasized 
(Bars 5-B). The final cadence is played with the Neva flavor on Dtigah (A). 
Segali (B 1 koina flat) is played higher than wriiien. (Bars 9-12). 

|1CD!|57) Analysis of the Tahir Taksim: 



20” The tafeim begins around the high tonic Muhayyer (high A) due to the 
makam's descending character. The Rast flavor on Neva (D) is emphasized. 
A half cadence is played on Muhayyer (high A) with the Uj^ak flavor. 

TI ” The melodic progression continues tvlth the Segah flavor on Evg (F#). 
A second half cadence is played on Neva (D) with the Rast flavor, 

.31 "-48” The final cadence is played wnth the U||ak flavor on Dugah (A). 
Segah (R 1 knma flat) is played higher than wnllen. 






The composition begins around the high tonic Muhayyer (high A) due to 
the makam’s descending character. The Segah llavor on Eve (F#) is used 
indicating that the Rast flavor on Neva (D), and thus the makam Tahir (Bars 
l-3h Ev? (Fit) is played lower than written due to descending attraction. 

half cadence is played on Neva (D) (Bars 4-6). The melodic progression 
continues with the ntakara Neva, and Segdh (B 1 koma flat) Is played higher 
than written. The final cadence is played with the Uf§ak llavor on DCIgah 
(A). (Bars 7-J2). 

^♦cDi|S9) Analysis of the Tahir Buselik Taksim: 



28” The taksim begins around the high tonic Muhayyer [high A) due to the 
makam’s descending character. The Rasi llavor on Neva (D) is emphasized. 







A half cadence is played on Neva (D) with the Rast flavor, 

42” A suspended cadence is played on Qar^h (C) with the Qar^h flavor. 
1 :01" The Busellk flavor Is played in its original location. Suspended cadence 
IS played on DilgSh (A) with the Buselik flavor. 

2:13” The previously used flavors are played. The final cadence is 
played with the Buselik flavor on Dugah (A). 


^ Tahir Buselik Saz Semaisi 


Aksak Semai Kemani Riza Rfendi 






The composition begins around the high tome Muhayyer (high A) due to 
the makam's descending character. The Rast flavor on Neva (D) is emphasized. 
A half cadence is played on Muhayyer (high A) with ihe Usgak flavor (Bars 
1-22 The SegSh flavor is played on Evg (F#) indicating the Rasi flavor on 
Neva (D). A second half cadence is played on Neva (D) with the Rast flavor 
{Bars 3-6). The teslim section begins with the Rast flavor on Neva (D). A 
suspended cadence is played on (^argSh (C) with the Qargah flavor at the 
end of the eighth bar (Bars 7-8). The Buselik flavor is played in its original 
location. The final cadence is played on Dugah (A) with the Buselik flavor 
(Bars .9-10). 














The mdkatn^ Hiiseym and Muhayyerare analyzed •:ijf by side since they have much in common. 
Although there are no apparent theotelitcd differences between the two, the feelings they aroKt 
are very distinct 

Tonic : DiiQah (A) for both makams. 

Befiavtor : HOseyni is ascending-descenhirq and Muhayyer is descenOinq. 
Dominant : The doininant of the makam Hiiseyni is H jseyni (E) and the dominants of 
the makam Muhayyerare Muhavyer (high A) as the primary dominant and 
HOseyni (E) as the secondary dominant. 

Leading tone: Rast (G) for doth makams. 

Accidentals : Segah (B l koma flat) and Evg (F#) for both makams. 

Construction: Hiiseyhi pentachord in its original locatioh (A), tetrachord on 
HOseyni (E) for both makams. 







IVliihfiyyer scale 


Huseyni pentachord 


Ussak tetrachord 


Ilineyni penlath 


The names of the notes for both of the makams; 

Dtigah. Se^h, Cargah, Neva, Htlse>Tii, Evg, Gerdaniye, Muhayver. 

Extension: 

Boih makams extend above Muhay)'eT (high A) with the Hdse)Tii pentachord. 
Tilt makani Httseyni tan also extend above Muhayyer (high A) with the 
Buselik pentachord. 

Behavior: 

The Htiseyniis anascendmg-dcscendingmakam; Muhayyer is fully descending 
m character. Therefore, the makam Huseyni begins around the dominant 
Huseyni (E) with a half cadence on this note, while the makam Muhayyer 
begins around the high tonic Muhayyer (high A) maldng its first half cadence 
on this note, and its second hall cadence on Hiise>Tii (E). which i.s its 
secondary dominant. 

The makam Muhayyer is always heard within the high register of the scale, 
except for the conclusion where it descends into the lower register with a 
few suspended cadences before it reaches ihe ionic for the final cadence. 

If the makam Muhayyer lingered for longer than intended on lower notes. 
11 would not be distinguishable from the makam Huseyni, Despite these 
differences, the two makams often modulate towards one another. Considering 
these two makams as one during a tateim played in anyone of these makams, 
would enrich that Laksim. 

A more subtle difference between the two is that Huseyni often makes 
suspended cadences with the Cargah flavor on Cargah (C). In the classical 
composiiiotis written for the makam HQseyni, C^argah (C) Is used almost 
as a secondary dominani. When descending, Evg (F#) is replaced with Acem 
(F) by the ascending-descending attraction; and thus the Cargah flavor on 
Cargah (C) is formed. This flavor is supported with Rast (G) in the low 
register. The makam Muhayy'cr also uses this suspended cadence but not 
in a persistent manner because of the cadence’s position in the low register, 
|usL as the makam Huseyni would not persist in the high register. 

The Buselik flavor is formed on Neva (D) as a result of the replacement of 
the Evg (h#) with Acem (E) m the Huseyni scale, fhe suspended cadence 
played with the Buselik flavor on Neva (D) fits both makams. 


;T) Analysis of the Hiiseyni Taksim: 


The melodic progression begins around the dominant Huseyni (E) with the 
Htiseyni flavor due to the makam’s ascending-descending character, 
ii ” A half cadence is played on HUseyni (E) with the Huseyni flavor. 

25” The melodic progression continues with the HQseyni flavor. Another 
half cadence is played on Huseyni (E) with the HUseyni flavor, 

32” A short suspended cadence is played on Neva (D) with the Buselik 

37” The gargah flavor on gargah (C) is played. 

I'he tahsim continues with the Huseyni scale. The final cadence is played 

with the Huseyni flavor on Dtigah (A). 


Hiiseyni Saz Semaisi 







The composition begins around the dominant HQseyni (E) due to the 
inakam's ascending-descending character. A half cadence is played on 
Htlseynt (E) with the HQseyni flavor (Bars J-4). A short suspended cadence 
is played on Neva (D) with the Buselik flavor (Bars 5-6) The flavor 

on CargSh (C) and HQseyni flavor in its original location (A) is played. The 
final cadence is played with the HQseyni flavor on Dugah (A) (Bars 7-8). 

t>CD2f-t) Analysis of the MuhayyerTaksim: 



The melodic progression begins around the high tonic Muhayyer (high A) 
due to the makam's descending character. 

03" A half cadence is played on high tonic Muhayyer (high A) with the 
Uf^ak flavor. 

27” The melodic progression continues with the U^jak flavor on 
Muhayyer (high A). Another half cadence is played on the high tonic 
Muhayyer (high A) with the U|fak flavor. 

27-51” The melodic progression continues with the HQseyni flavor on 
HQseyni (E). The second half cadence is played with the Huseynt flavor on 
HQseyni (E). 

59” The (^argah flavor on (Jar^h (C) is played. 

T he taksim continues with the flavors of the makam Muhay 7 ei. The final 
cadence is played with the HQseyni flavor on DOgali (A). 





The composiuon begins around the high tonic Muhay>er (high A) due to 
the makam’s descending character, A half cadence is played on high tonic 
Muhayyer (high A) with ihe Ug^ak flavor (Bar 1). The melodic progression 
continues with the Ujgak flavor on Muhayyer (high A). The second half 
cadence is played on Htiseyni (E) with the Htlseyni flavor (Bars 2-4). The 
Buselik flavor is used on Neva (D). The final cadence is played on Dflgali 
(A) with the Htiseyni flavor (Bars 5-9). 



The raakam Agiran is simply the makam HClseyni, which makes 

its final cadence on Hilseyni Amiran (low E) with the Ujjak flavor. When 
concluding the makam, the Segah (B 1 koma flat) is replaced with Buselik 
(B), which is the dominant of the Huseyni flavor on Huseyni Ajiran (low 
E), thus strengthening the final cadence. 

Huseyni A;iran scale 


Huseyni pentachord on Huseyni Asiran 



Muhayyer Kiirdi scale 


Kurds pentachord 
on original location 



The makam Muhayyer Kiirdi is formed when the final cadence is played 
with the Kiirdi flavor following the conclusion of the makam Muhayyer. 
However, in several classical compositions written for this makam, the final 
cadence with the Kiirdi flavor is played without concluding the makam 
Muhayyer first. Moreover, the makam Muhayyer Kiirdi is often used as the 
descending Kurd! scale in our day. 



Mcd 2[3) Analysis of the Hiiseyni Amiran Taksim; 



The melodic progression begins around Huseynl (E) with the Huseyni flai'or 
due to the makam’s ascending-descending character. 

30” A half cadence is played on Huseyni (E) with the Huseyni flavor. 

37” The (^a.rp.h flavor on (jiargah (C) is played. 

40” Segdh (B 1 koma flat) is played higher than written and tlie melody 
descends to the note Dilg^h (A) 

40"-58” Buselik (B) is used as the dominant of the Huseyni flavor on Huseyii 
Ajiran (low E). The final cadence is played on Huseyni Amiran (low E) with 
the Hiiseyni flavor. 


Mcosj 4) 


Huseyni A§iran ^arki 


Curcuna 


Zekai 


Cede 





The composition begins around Huseyni (E) with the Huseyni flavor due 
to the makam’s ascending-descending character. A half cadence is played 
on Huseyni (E) with the Huseyni flavor fBars 1-4). Segah (B 1 koma flat) 
is played higher than written and the melody descends to DQgah (A) (Bars 
5-6). Buselik (B) is used as the dominant of the HUseyni flavor on Huseyni 
Ajiran (low E). The final cadence is played on Huseyni Amiran (low E) with 
the HOseyni flavor (Bars 7-8). The Rast flavor is used on Neva (D) (Bars 
9-10). A half cadence is played on Huseyni (E) with the Huseyni flavor 
(Bars 11-12). The Bars 5-8 are repeated. 

Ktcozfg-) Analysis of the Muhayyer Ktirdi Taksim: 



The melodic progression begins around the high tonic Muhayyer (high A) 
with the Ktirdi flavor due to the makam’s descending character. 

20” A half cadence Is played on the high tonic Muhayyer (high A) with the 
U||ak flavor. The Uffak flavor played for this makam is more like the Kurdi 
flavor when compared to the U§|ak flavor used in the makam Muhayyer 
27” A suspended cadence is played on Acem (F). 

34” Qargah (C) is emphasized. 

.50" The scale descends to Dilgah (A) with the Ktirdi flavor 
50”-J .• 04” hollowing a melodic phrase with the Ussak flavor on Htiseyni 
(E), the KQrdi flavor is played on Dugah (A). Nim Hisar (0 l>), which has 
become a tradition for the makam Muhayyer Kurdi, is emphasized. The 
final cadence is played with the Kurdi flavor on the tonic Dugah (A). 









tttpzlio) 


Muhs/yer Kurdi P 


e I r e V 



ThE composiiion begins around the high ionic Mnhayyer (high A) due to 
the makamh descending charaeier. A half cadence ,s played on the high 
tonic Muhayye, (high A) with the Ussak flavor The Uysak Oavo, played for 
this maham is more like the Ktlrdl Ilavor when compared to the Ussak flavor 
used m the raakam Muhayyer (Hoes 1-4). The Buaelik Ilavor Is played on 
Neva (D) (Bars 5-S). A melodic phrase with the Ugsak flavor on Hitsevni 
(E) IS played (Bovs 7-8), The loale descends to Dugah (A) with the Ktlrdl 
flavor, Nim Htsar (0 h) is played. The tm.l cadence is played With the Kilrd. 
Ilavor on ionic Diigah (A) (Bars 9-i2J 





Tonic : Irak (low F#) 

Behavior : Descending 

Dominant : A hall caoence is played with the Us^ak flavor on the primary dominant 
Hiiseyni (E), A half cadence is played with the Huseyni flavor on the 
secondary dominant Diigah (A). 

Leading tone: Acem Ajiran (low F). This note has a significant role in intensifying the 
final cadence on Irak (low Fw) with the Segah flavor. 

Accidentals : Segah (B f koma flat) and Evg (F#) 

Construction: The makam Hiiseyni scale in its original location (A) is combined with 
the Segah tetrachord on Irak (low F#). 


Dilkv; Haveran scalv 


Hiiseyni pentathord Ussak leirachoi d on Hiiseyni 



Scgali tetrachord on Irik 
S—1 ^" T f s k r j s -jjz 


The names of the notes for the makam Dilke; Haveran: 

(Leading tone Acem Ajiran) Irak, RasL, Diigah. Segah, Cargah, Neva, 
Hiiseyni, Evg (Acem), Gerdaniye, MuhayTer 

Exlensiort: 

Extension is played as In the makam Hiiseyni if necessary'. 

Behavior: 

Besides ihe flavors of the makam Huseyni, which the makam Dilkej Haveran 



contains, other flavors characteristic for this makani are also used. Following 
the Huseyni flavor played at the beginning of the makam, a different flavoris 
reached on tire note HUseyni (E) with the use of Acem (F) and Nim Hicaz (C#). 
This flavor, which sounds almost like a Buselik flavor on Neva (D), is the 
essence of the makam Dilke? Haveran Again, a different mood compared 
to the makarn HOseyiii is created by the persisting use of Gerdaniye (high 
G) and Neva (D). Following these characteristic flavors of the makam Dilke§ 
Haveran, typical makam Huseyni flavors on the note Diigah (A) are played 
in a non-persisting manner. Ike final cadence is played with the 
flavor on the tonic Irak flow F#) with Segah (B 1 koraa flat) played higher 
than written. 

Mcoal.S ) Analysis of the Dilke§ Haiteran Taksim: 



The melodic progression begins around the dominant Huseyni (E) with the 
Huseyni flavor due to the makam’s descending character. 

32” A half cadence is played on Hilseyni (E) with the Htiseyni flavor. 
Unlike in the makam Httseyni, Nim Hicaz (C#) replaces Cargah (C) during 
these melodic phrases, indicative of the makam Dilke§ Haveran. 

A short suspended cadence is played on Cargah (C) with the Cargah 

54 -1. 14 The Segah (B I koma flat) is played higher than written. The 
SegSh flavor is played on Irak (low F#) and the final cadence is played on 
Irak (low Fff) with the Segah flavor. 


The composition begins around the dominant Huseyni (E) with the Huseyni 
flavor due to the makam’s descending behavior. A half cadence is played 
on Huseyni (E) with the Htiseyni flavor. Unlike the Huseyni flavor, Nim 
Hicaz (C#) replaces the Cargah (C) during the melodic progression, indicative 
of the makamDilkes Haveran (Bars 1-4). A suspended cadence is played 
on Cargah (C) with the ^argah flavor (Bars 5-6). The Seg9h (B 1 koma flat) 
is played higher. The SegSh flavor is played on Irak (low F#) and the final 
cadence Is played on Irak Qow F#) with the Segah flavor (Bars 7-8). 













Tonic :DLigah(A) 

Behavior : Ascending-descending 

Dominant ; Neva (D) 

Leading tone: Rast(G) 

Accidentals : Kilrdi (B L) 

Construction: Kurdi tctractionl in its original location Dugah (A), Buselik penlachord oi 
Nevd(D). 

Kiirdi scale 


Kuj-di Iclrathoid 
on oriijmal location 



Busclili pentachord on Neva 



-1 


The names of the notes for the makam Kurd): 

Dugah, Kurdi, Cargoh, Neva, HQse>iii, Acem, Gerdaniye, Muhayyer, 

Behavior: 

The melodic piogmsoion begim oiou.id Uie ionic Dogoh (A) or the dominonl 
NCTa (D). Following a half cadence on Neva (D), ihc makam descends to 
Dugah (A) with the Kuril flavor. The Buselik flavor on Neva (D) ,s emphasiacd 
Snspended cadences arc played tirsl wild the gargah Bavor on Cargah (C) 
and then W[h the Buselik tlavor on Hast (G), The final cadence Is played 
on DCgah (A) with the Ktlrdi flavor. 


♦♦coztti) Analysis of the KurdiTaksim: 



10” The melodic progression begins around the dominant Neva CD) due to 
the makaiTi’s ascending-descending character. Suspended cadences are 
played on Dugah (A) with the Kiirdi flavor. 

25” A half cadence is played on Neva (D) with the Buselik flavor. 

37” A siospended cadence is played on KOrdi (B t) wiihoui any flavor. 

48” The final cadence is played on Dugah (A) with the Ktirdi flavor. 







The makam Muhayyer Sftnbule uus creaitd by Sultan Sdim III. Tht tlcsmptm below has 

been formulated based on the Sultan’s compnsiCions. 

Tonic : Dugah (A) 

Behavior : Descending 

Dominant ; Muhayyer (high A) is the primary dominant. A half cadence is played 
on this note at the beginning of the makam with the Kurdi or the Hicaz 
Zirgule flavors. The secondary dominant is gargah (C). A second half 
cadence is played on Cargah (C) with the Hicaz flavor. 

Leading tone: Rast(G) 

Acdderrlals : Segah (B1 koma flat) and Hicaz (0 4 komas flat). These accidentals car 
he used as the key signature. However, they can also be indicated directly 
on staff, since the makam includes several different flavors. 

Construction: The Hicaz pentachord on Cargah (C) and the Kurdi tetrachord in its 
original location (A) are combined with the Cargah pentachord on 
Acem (f). 

Mufcajy«r Sunbate scale 



Zirgiilch Hica^ scale on gajglh 


Kirdi tetrachord 
on onyinal location 



The names of the notes for the makam Muhayyer SQnbiile: 

DOgah, Kurdi, Cargah, Neva, Hicaz. Dik Hisar. Acem, Gerdaniye, Muhayyer 
or $ehnaz, Tiz Segah or SunbOle, Tiz Cargah, Tiz Neva 




Extension: 

The makam does not extend because ii already has a wide range. 


Behavior; 

The melodic progression begins around Muhayyer (high A) and the first 
half cadence Is played on Muhayyer (high A) with the KOrdl flavor or the 
Hicaz Zirgtlle flavor. The makam descends to Qargah (C) with the Hicaz 
flavor using the CargSh pentachord on Acem (F). Following this cadence 
on (Jargah (C), Kurd! (B h) is used and the final cadence is played with the 
Kurdi flavor on Dtigah (A). 

Analysis of the Muhayyer Siiiibiile Taksim; 



The tahsim begins around the high tonic Muhayyer (high A) due to the 
makam's descending character. 

15” A half cadence is played on Muhayyer (high A) with the Hicaz Zirgille 
11a vor. 

26" The Hicaz Zirgule flavor is played on Gerdaniye (high G). A half cadence 
is played on QzTgih. (C) with the Hicaz Zirgule flavor. 

28”-46” The melodic progression continues with the Hicaz Zirgtlle flavor 
on C^argSh (C). 

After an unexpected melodic phrase with the KQtdi flavor on Dti^h (A), 
final cadence is played on Dugah (A) with the KQrdl flavor. 
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The composition begins around the high ionic Muhayy-er (high A) due to 
the makam’s descending character, A half cadence is played on Muhayyer 
(high A) with the Hicaz Zirgule flavor (Bars 1-4). The makam descends to 
Cargah (Q with the Hicaz Zirgule (lavor. A half cadence is played on ^argah 
(C) with the Hicaz Zirgflle flavor (Bars 5-8). The Hicaz Zirgule flavor is 
used on Gerdaniye (high G). After an unexpected melodic phrase with the 
Kflrdi flavor on Dtlgah (A), final cadence is played on Dugah (A) with the 
Kurdi flavor (Bars 9-12). 
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^erc/a. 


amye 


Tonic :Dugah(A) 

Behavior : Descending 

Dominant : A half cadence is played with the Rast flavor on the primary dominant 
Gerdaniye (high G). Another half cadence is played with the Rast flavor 
on the secondary dominant Neva (D). Nim Hica2 (C#) is used as the leading 
tone for this cadence. 

Leading tone: Rast (G) 

Accidentals : SegShtBI koma flat) and Evg(F#) 

Construction: The descending Rast scale ir its original location (G) is combined with 
the descending Huseyni scale in its original location (A). 


Gerdaniye scale 


Kast lelrachord on Neva pentachord 



Descending Rast scale 



Descending Hiiseyni scale on original location 


The names of the notes for the makam Gerdaniye: 

Rast. Dugah, Segah, C^rgah. Neva, Huseyni, Eve, Gerdaniye. 

DUgah, Segah, C^argah, Neva, HUseyni, Evg. Gerdaniye, Muhayyer 

Extension: 

The makam extends over the note Gerdaniye (high G) with the Rast 
pentachord. 


Behavior; 

The melodic progression begins and persists around the note Gerdamye 
(high G) by the half cadences on Gerdaniye (high G) with the Rast flavor. 
The makam Gerdaniye uses the descending makam Rast scale and plays the 
linal cadence with the Htiseyni flavor. The Rast flavor is used more than 
the Htiseyni flavor for thts makam. After the occasional .suspended cadence 
on Huscyni (E), the makam always jumps back to the note Gerdaniye (high 
G) and continues to emphasize this note. The scale descends to Rast (G) 
with the Rast flavor and the final cadence is played unexpectedly with the 
HQseyni flavor on Dugah (A). 

GIeIIw) Analysis of the Gerdaniye Taksim: 



04" The taksim begins around Gerdaniye (filgh G) due to the makam's 
descending character 

17 The scale descends to . sc (G) using the makam Rast .scale. 

20’ A suspended cadence is played with the Htiseyni flavor on DugSh (A), 
26” The Gerdaniye (high G) is emphasized. 

38 The Rast flavor on Gerdaniye (high G) is played in a persisting manner. 
A suspended cadence is played with the HOseyni flavor on Htiseyni (E). 
53” A suspended cadence is played with the Buselik flavor on Neva (D). 
58" A suspended cadence played with the Cargah flavor on the (Jargah (C), 
The Rast flavor on tlie Rast (G) is played and the final cadence is played 
with the Htiseyni flavor on Dtigah (A). 



The compositiun begins around Gerdanlye (high G) due to the makam’s 
descending character. The Rnst flavor on Neva (D) is played. Acem (F) is 
used as a result ol the ascending-descending attraction, and a half cadence 
IS played with the Busellk flavor (Bars 1-7). A half cadence is played on 
Gerdaniye (high G) with the Rast flavor (Bars 8-10). Rasi flavor on Rast (G) 
IS played (Bars 11-14). The final cadence is played with the Huseyni flavor 
on Dugah (A) (Bars 13-21). 





izar 


Tonic ; Dugah (A) 

Behaifiour : Descending 

Dominant : Hiiseyni ([) 

Leading tone; f?ast(G) 

Accidentals : Segah (B1 koma flat) and £vg (F#) 

Construction: The descending Hiiseyni scale in its original location (A) is comdined wi 
the Buselik pentachord on Neva (D) and the Karcigar scale. 


Descending Nuseyni scale and Buselik pentachord on Neva (D) 

Ciiliz.ur scale 



tiMciided DM I 


Busehk pentachord on Neva 



winachoraoii Neva Ujsak t ctrachordon Muhavver 


The makam Karcigar scale 
Karcigar scale 




The names of the notes for the makam Gerdaniye: 

Dugah, SegSh, ^argah, Neva. Huse^mi, Evi,-. Gerdaniye, Muhayyer 
Dilgah, Segah, ^argah, Neva, Hisar, Evg, Geidaniye, Muhayyer. 

Extension: 

The Hiiseyni pentachord on ihe tonic is transposed to the high tonic. 

Behavior; 

The term 'descending Huseyni' calls to mind the makam Muhayyer. Unlike 
Muhayyer Irowever, the makam Golizar does not begin its melodic progression 
in the high register of the scale, and neither docs it use the phrases in the 
high register in a persisting manner. 

In order to distinguish the mood of the makam Item that of the makam 
Huseyni, the Buselik flavor on Neva (D), the Hicaz flavor on Neva (D) and 
the Nikrlz Ilax or on (Jargah (C) are played. A smooch modulation to the 
makam Karcigar is played in order to play the final cadence. 

The use of the SDnbUle (high B k) made possible by the extension of the 
Hicaz flavor on Neva (D); as the Hiimayoin scale suits the mood of the 
makam beautifully. In compositions in the makam Gulizar, the makam 
Karcigar usually appears close to the conclusion. 

ftCD2| 16) Analysis of the Gulizar Taksim: 



The melodic progression begins around Huseyni (E) due to the makam's 
descending character. 

22” Melodic phrases indicative of the descending Huseyni scale are played. 
A half cadence is played on Huseyni (E) with the Huseyni flavor 
28” The Buselik flavor on Neva (D) is played indicative of ihe makam 
GOlizar. 



The composirion begins around Muhayyer (high A) wiih ihe flavors of ihe 
descending makam Huseyni (Bars 1-6). The Buselik flavor on Neva (D] is 
played, indicative of ihemakam Guii 2 ar (Bars 7-W). The melodic progression 
conimues with the flavors of the makam Huseyni (Bars IJ-IS;, The Buselik 
flavor on Neva (D) is played (Bars 19-28). The Karcigar flavor is used. The 
final cadence is played on Diigah (A) with the Karcigar flavor (Bars 29-32). 






Tonic :0uqah(fl) 

Behavior : Ascending-descending 

Dominant : Neva (D) 

Leading tone: Rast (C) 

Accidentals : Segah(GUomaflat) 

Construction: U§§ak scale in its original location (A) is combined with the Rast tetrachord 
on Diigafi (A). 


IsCahan scHle 


L-'j^ak tetrachord Buselik penrachordon Neva 



Kiirdi tetrachord on Muhayyer 



F.xteiided pan 


The names of the notes for the makam Isfahan: 

Dugah, Segah, Cargah, Neva, Huseyni, Acem, Gerdaniye, Muhayyer, 
Diigah, Buselik, Nim Ilitaz, Neva. 

Extension: 

The KurJi leirachord on Muhayyer (high A) Is added to the Buselik 
pentachord on Neva (D), thus forming the Buschk scale on the dominant 
Neva (D). 

Behavior: 

The melodic progression begins around the dominant Neva (D), usually 
with the Rast flavor on DUgah (A). The Nijabur flavor on Buselik (B) is the 
most characteristic color in the makam Isfahan. 






During ihe melodic progression, SegSli (B 1 konia Hal) and Buselik (B) 
alternate between each other, appearing in the D§sak, Nigabur and Rast 
flavors on Dugah (A), thereby creating the characteristic mood of the makain 
Isfaliaii The Rasi flavor on Neva (D) can be |)layed as an uiiexpecied cclc^j 
on the condition that it changes back to the Buselik scale. 

f4cD2|is) Analysis of the Isfahan Taksim: 



The melodic progression begins around the dominant Neva (D) with the 
Nijabur flavor. 

13” Rast flavor on Dtlgah (A) is played. A half cadence is pfayed on Neva 
(D) ulih the Buselik flavor. 

” The Nisabtir llavor on Buselik (B) is emphasized, as well as the 
Rast flavor on Dugah (A), the Buselik flavor on Neva (D). 

31 ”-1:00” The melodic progression continues with the Buselik flavor on 
Neva (D). The Nijabur flavor on Buselik (B) and the Rast llavor on Dflgah 
(A) are repealed, creating a surprising effect. The final cadence is played on 
Dtlgah (A) with the Ugjak flavor. 



The composition begins around dominant Neva [D) \vith the Nisabur [lavor. 
A suspended cadence is played on DCigah (A) with the Ujjak flavor (Burs 
1-2). The melodic progression continues with the Rast flavor on DugSh (A), 
A half cadence is played on Neva (D) with the Buselik llavor (Bars 3-4). 
The composition continues with the ceslim section in the Ujjak scale. A 
suspended cadence is played on Segah (B 1 koma flat) with the Segah flavor 
(Bars 5-63. The final cadence is played on Dugah (A) with the Ujjak ilavor 
















Tonic ; Ougafi (A) 

Behaviour ; Asceiflinq-flesceiding 

Oominart : HOseiini (B- A half cadence Is played o« ttis note witMte Busalik or ll« 

Rast flavors. 

Leading tone; Nim Zirquie (G#) 

Accidentals : Matinr (f 5 komas sharp), Nlm Hear (C«l, tile Nim Sehnar (tii,li 0*1 The 
rise ol the Nlm Sehnez (hijh G#) accidental varies ttlrooahoiit the raakam. 

not always appear In the key sionatore 

Construct,.n: The Rast pentachord on the Oiigah (A) the Buselik pentachord on the 
Huseyni (E) 

^isal>ureksoale — 



The names of the notes for the makam Nisahorek; 

Tlijgali, Busdik, Nine Hicaz, Neva, Htiseyiil, Mahrir, Gerdaniye or Nh 
iehnaz, Muhayyer 


Behavior: 

‘•'A ■raispos.Uon of the Rast scale 
0 Dogah (A), The makam Ra .,1 uses the Rast flavor on rtre dommant Neva 
( ), whereas rhe makam N.sabumk uses the Busehk flavor on the donunan, 
Huseym (E). In ,he malcam Rasr, ,l,e Buselik flavor on the dominant which 
eonslhutes the Rast flavor wr.h Aoem (F). is used as the descending attraction 



In the makatn Nijaburek, Nim Jehnaz (G#) is used as the ascending 
attraction, though not persistently. It is as li the makam Nijaburek intentionaUy 
presents a mood dissimilar to the bright sound of the makams Rasi and 
Mahut. 

The use of the U 5 §ak flavor on the dominant HUseyni (E) can be obser\’ed 
m several compositions written for the makam Nifaburek. 


^ Analysis of the NIsaburek Taksim; 



19” The lafesim begins around the dominant liuseyni (E) due to the makam’s 
ascending-descending character. A half cadence is played on IlusecTii (E) 
with the Buselik flavor. 

46” The Buselik flavor on fiuseyni ft) is emphasized indicating the makam 
Ni|aburek. The final cadence is played on ihe tonic DQgSh (A) with the Rast 
flavor. 


♦♦cpzlzi) Nifaburek Aranagme 


Tiirk Aksagi 



The composition begins with an emphasis of the Rast flavor on die tonic 
Dugah (A) due to the makam’s ascending-descending character. A half cadence 
is played on Hilseyni (E) with the Buselik flavor CBars 1-6). The Buselik flavor 
on HUseyni (E) is emphasized indicating the makam Nijaburek. The final 
cadence is played on the ionic DtigSh (A) with the Rast flavor (Bars 7-12). 






c£ 




Tonic : Yegah(lowD) 

Dominant : Weva (D)is the primary dominant. A half cadence is played on this note 
with the Rast flavor using the leading tone Wim Hicaz (Ctf), The secondary 
dominant is Dugah (A). A half cadence is played on DQgah (A) with the 
U§§ak flavor when performing (he makam Neva. A half cadence is playeil 
on Dugah (A) with the Rast flavor when performing the makam Rast. 

Behavior : Descending. 

Leading tone: Kaba Nim Hicaz (low C#) 

Accidentals ; Segah (BI koma flat) and Evg (F#). 

Consiruclion: 7l,e Usjak tetrectorcl In its original Incatinn »), the Bast pentachord o.' 

Neva(D}. , 


Rast or Ruselik 
letrachordon Oim-ah 


Rast scale or Acem (HAgpiacc.l Raitt scale on the 




The names of the notes for the makam Yegah; 

Dugah, Segah, Cargah, Neva. Hilseyni. Eve. Gerdariiyc. Muhayyer. 
Yegah, Hilseyni A§iran, Irak, Rasi, DQgah. Buselik, Nim Ihtaz, Neva. 

Extension: 

The makam docs not extend laecause u already has a wide ranee 




Behavior: 

The melodic progression begins with the makam Neva A half cadence is 
played on Neva (D) with the Rast flavor. Half cadences are played with the 
Ussak and Rast flavors on Dugah (A), which is both the tonic of the makam 
Neva and the dominant of the makam Yegah The flavors of the makam 
Neva and the flavors of the makam Rast on Yegah (low D) can all be used 
for the makam YegSh. 

Niihiit) scsik- 

IlLiscym pentachord on lluscyni A^iian 
T J T J . .' t i 

When the makam Yegah is combined with the Ujsak tetrachord on Huseyni 
Agiran (low E) and the final cadence is played with this Ussak flavor, the 
makam Ntlhufi is created. 

t«C02|22l Analysis of the Yegah Taksim: 



The taksim begins around Neva (D) due to the makam’s descending character. 
The melodic progression continues with flavors of Neva on Dugah (A). 
1.5" The note Evg (F#) becomes lower than written due to the descending 
attraction. A suspended cadence is played on Neva (D) with the Busclik 
flavor. 

36" Ihc Rast flavors on Dtigah (A) and Neva (D) are emphasized. A half 
cadence Is played on Neva (D) with the Rast Eavor. 

46” The tciksim continues with the Rasi scale on YegSh (low D). 

Ihe iinal cadence is played with the fiast llavor on Yegah (low D). 




Yeqah Saz Semai 




The composition begins around Neva (D) due to the makam's descending 
character. The melodic progression continues flavors of the makam Neva 
on Dugah (A). The note Ev<; (F#) becomes lower than written due to the 
descending altraction A suspended cadence is played on Neva (D) with the 
Buselik flavor (liars 1-2). The Rast flavors on Dilgah (A) and Neva (D) are 
emphasized. A half cadence is played on Neva (D) with the Rasi flavor (Bars 
.1-4). A suspended cadence is played on Evg (F#), which is the third degree 
of the Rast flavor on Neva (D) (Bar 5). The flavors of the makam Neva on 
Dugah (A) are presented (Bar 6). The melodic progression continues with 
the Rast scale on Yegih (low D). The final cadence is played with the Rasl 
flavor on YegSh (low D) (Bars 7-8) 


McD2|24) Analysis of the Niihijft Taksim: 



04” The (aJisim begins around Neva (D) with the Rast flavor due to the 

makam’'; descending character 

07" The Rast flavor on Dtigah (A) is emphasized. 

J4” A suspended cadence is played on Buselik (B) with the Nijabur flavor. 
27” The melodic progression continues with the makam Neva flavors. A 
half cadence is played on Neva (D) with the Buselik flavor. 

36” The laksim moves into the Rast scale on Yegah (low D). Scale descends 
to Yegah (low D) with the Rast flavor. 

53” In an unexpected turn, the final cadence is played on Hdseyni Ajiran 
(low E) with the Uffak flavor. 







‘Hicuz’ i.s the name oj a makamjamily mduding/niir tnafenrns, namely Hicaz, Hicaz HUmt^un, 1 
UzzalundZirgakhHtLUz. Sim.f the;y do not differ greuily among ihemelvti, alt four of muJiwns I 
are analyzed here side hy side. aUnwmgJor comparivim. 

Tonic : Dug3h (A) for all of these makams 
Behavior : Ascending-descending for allofthese makams 
Dominant : Neva (D) for Hicaz and Hicaz Humayun: and Huseyni ([) for Uzzal and 
Zirguleli Hicaz. 

Leading tone: Rast |G)for Hicaz, Hicaz Humayon and Uzzal; and Him Zirgiile (G#)for 
Zirguleli Hicaz. 

Accidentals : Hicaz; Dik KOrdi (B 4 komas flat), him Hicaz (C#) and Evg (f#). 

Hicaz Hiimayun; Dik Kiirdi (B 4 komas flat), Him Hicaz (C#). 

Uzzal; Dik Kiirdi (B 4 komas flat), Nim Hicaz (C#) and Evg (F#). 

Zirguleli Hicaz: Dik Kiirdi (B 4 Komas flat), Nim Hicaz (C#), Dik Acem (FI 
koma sharp) and Him ^ehnaz (G#). 

Construction: Hicaz; Hicaz tetrachord in its original location (A), Rast pentachord cm 
Neva(D). 

Hicaz Hiimayun; Hicaz tetrachord in its original location (A), Biselik 
pentachord on Neva (D) 

Uzzal; Hicaz pentachord in its original location (A), U 5 §ak tetrachord on 
Hiiseyni (E), 

Zirgiileli Hicaz; Hicaz pentachord in its original location (A), Hicaz 
tetrachord on HOseyniiE). 


The names of the notes tor the Hicaz family: 

Hicaz : Dagah, Dik Kardi, Nim Hicaz, Neva, Hascyni, Evg, Gerdaniye, 

Muhayyer 

Hicaz HOmayun: Dugah. Dik Kiirdi. Nim Hicaz, Neva, Huseyni. Acem, 
Gerdanlye, Muhayyer 

Uzzal : Diigah, Dik Kiirdi, Nim Hicaz, Neva, Hiiseyni, Evg, Gcrdaniyc, 

Muhayyer 



Zirguleli Hicaz; Dugah, Dik Kurdi, Nim Hicaz, Neva, Htlseyni, Dik Acem, 
Nim ^ehnaz, Muhayyer 


Ilic4z scjile 



llicaz teiiaclioid 
on orifc’inal location 

Rast pentachord c 

r 

llunayiin s 

—r 

Hicaz ictrachord 
on ormmal location 

t T 1 K 1 S ' T - 1 

Busel ik pentacliord on Neva 

^ ^- f -^-, 

1 zzal scale 

-j) — h 

*r s- 

Hicaz pentachord 
on ori{jinal location_ 

tetrachord 

iT 

on Huseyni 

- : 

--W=^ 's T A S' 

Zirgiileli Hicaz scale 

Hicaz pentachord 
on oriciml location 

[Jicaz tMiachord < 

3 T _ 1 

•r "r 1 



r T 1 — s — ^ 
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The most important distinctions between these makams are the dominants 
and the flavors attached to these notes. All four makams use the same 
suspended cadences and all can be used together in a single composition. 
These four makams make modulations to each other using their respective 
dominants with the corresponding flavors. When playing the first half 
cadence, it is more appropriate to use the makam planned for the conclusion. 
Towards the conclusion of a composition, the planned Hicaz type should 
be played in a manner that determines the chosen makam, rather than 
involving modulations to other makams in the family. 

Common to all four makams is the manner in which to use the flavor on 
Neva (D). ll has become a tradition to use this flavor, ascending with the 
Rast pentachord of the Hicaz scale and descending with the Buselik pentachord 
of the Hicaz Humayun scale. Evg (F#) is used when ascending and Acem 
(F) is used when descending during this typical flavor. 

Nim Hicaz (Cff) and Dik Kurdi (B 4 komas flat) are used without any flavors. 
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Anaiysisofthe Hica 2 Taksim: 



The melodic progrebbioii begins around the dominant Htlseyni (E) with the 
Llzzal flavor due to the makam’s ascending-descending character. 

05" A half cadence is played on Huseyni (E) with the U$fak flavor. 

24’’ A suspended cadence is played on Neva (D) with the Rasr flavor 
indicating the makam Hicaz. 

26--}r The Hicaz tlavor is used on Hllseynl (E) indicating the mak.m 
Zirguleli Hicaz, 

42- A suspended cadence is played on Nim Hicaz (C») without any ilam 
50- A suspended cadence is played on East (G) with the Nikriz flavor. 
1.07- The final cadence Is played on Dugah (A) with the Hicaz Humayun 


The composition begins around the dominant Neva (D) with the Hiimayun 
flavor due to the makam's ascending-descending character (Bars 1-3). A 
half cadence is played on Huseyni (E) with the Elsjak flavor indicating the 
makaiii Uzzal (Bars 4-7). Suspended cadence is played on Neva (D) with 
the Rast flavor indicating the makara Hicaz (Bars 8-10). First hane of the 
composition is completed with the Hiimayun flavor (Bars JI-14) The 
Hicaz flavor Is used on HOseyni (E) at the beginning of the tesiim section, 
indicating the makam Zirgiileli Hicaz, (Bars I5-J7}. The Nikriz flavor on 
Neva (D) and the Ufsak flavor on Hilseyni (E) are used (Bar 18). The 
melodic progression continues with the Uzzal scale (Bars 19-20). A suspended 
cadence is played on Buselik (B) with the Nijabur flavor (Bar2J). 










Tonic : Yegah (low D) 

Behavior : Descending 

Dohiinaht : Neva (D) as the primary and Dugah (low A) as the secondary dominant. 
Leading tone; Kaba Nim Hicaz (lovi Ctt) 

Accidentals : Nim Hicaz (C#) 

Construction: Sultani Yegah is a transposition of the Buselik scales on Yegah (low D). 

The main scale is constructed with the Hicaz tetrachord on the dominant 
Diig^h (A). The Kiirdi flavor is used or the dominant mainly during the 
conclusion. 


Sullani Yegah scale 



The names of the notes for the makam Sultani Yegah (In ascending order): 

Yegah, Htiseyni Amiran, Acem Ajiran, Rast, Dtigah, Dik Ktlrdi, Nim Hicaz, 
Neva. 

Extension: 

The main scale of the makam is repeated over the high tonic Neva (D). 
The makam extends until the note Tiz Neva (high D), especially in the 
instrumental compositions. The Buselik pentachord on the high tonic Neva 
(D) forms the Hicaz Humayun scale on Dtigah (A). 

Behavior: 

The melodic progression of the makam Sultani Yegah uses mainly the Hicaz 
Humayun scale on Dhgah (A). The Kurdi flavor on Diigah (A) is used when 




concluding ihe makam. Suspended cadences are played on Rast (.G) with 
the Busehk (lavor, which allow the scale to descend to Acem Asiran Qow 
F) with the C^rgah flavor. The final cadence is played with the Buselik flavor 
on Acem Asiran (F). In some Sukanl Yegah compositions, the Hicaz flavor 
on Neva (D) is used. 

In order to prevent the makam SulianI Yegah from acquinng the mood of 
Ferahfeza, the Cargah flavor should not be used on Acem (F) 

7 ) Analysis of the Sultam Yegah Taksim: 


The melodic progression begins around the high tonic Neva (D) due to the 
makam’s descending character. The melodic progression continues with 
the Hicaz Humayun scale on Dilgah (A). 

27" A half cadence is played on Neva (D) with the Buselik flavor. 

32” The Hicaz flavor on Neva (D) is played. 

40" The Ktirdi flavor on Dugah (A) is played. 

47”-i :04" The melodic progression continues with the Buselik flavor on 
Yegah (low D). The flavors Ktirdi and Hicaz arc played together on Dugah 
(A). The final cadence is played on Yegah (low D) with the Buselik flavor. 








The composition begias around the high tonic Neva (D) due to the makam’s 
descending character. The melodic progression continues with the Hicaz 
HOmayun scale on Dugah (A). A half cadence is played on Neva (D) with 
the Buselik flavor fBurs 1-2). The melodic progression continues with the 
Buselik flavor on Neva (D). A half cadence is played on Neva (D) with the 
Buselik flavor (Bars 3-4). The ilieaz flavor is used on Ncva(D). The makam 
de.scends lo Rast (G) with the Neveser flavor (Bars 5-6). The KOrdi flavor 
on Diigah (A) is used. The final cadence is played on Yegflh (low D) with 
the Buselik flavor (Bars 7-8). 









'/2az 


Tonic ;Diigah(A). 

Behavior : Descending 

Dominant : The primary dominant is Muhayyer (high A). A half cadence is played 
on this note with the Suselik flavor using the leading tone fJim ^ehnaz 
(G#). The secondary dominant is Huseyni (E). A half cadence is played 
on HOseyni IE) with the Hicaz flavor. 

Leading tone: Rast (G) and sometimes Nim Zirgiile (G#). 

Accidentals : Dih Kiirdi (B 4 komas flat) and Nim Hicaz (C#). 

Construction: The Hicaz family scales are combined with the Hicaz Hiimayun scale or 
Hiiseyni (E). 


ik pencachiord o n Muhayyer 


JZ teirachord on Hiiseym 





Rast pentachord on Neva tetrachord 



Hicaz letradiord on Huseyni 



llicaz peiuactiord 

on original location 




The names of the notes for the makam §ehnaz: 

Htlseyni, Dik Acem, Nim ^ehnaz. Muhayyer, Tiz Buselik, Tiz Cargah, Tiz 
Neva, Tiz Htiscyni 

Dagah, Dik Kiirdi, Nim Hicaz, Neva, Huseyni, Dik Acem, Acem or Evi;, 
Gerdaniye, Muhay>-er 

Extension: 

Makam Jehnaz does not extend because it already has a wide range. 

Behavior: 

The melodic progression begins around Muhayyer (high A). It is typical of 
the makam Jehnaz to begin directly with the Buselik flavor on Muhayyer 
(high A), using and emphasizing the leading tone Nim §ehna 2 (G#), A 
second half cadence is played on HHseyni (E) with the Hicaz flavor. The 
Rasi flavor on Neva (D) is indicated in an unexpected turn and makam 
moves to the Hicaz scale on Dugah (A). The final cadence is played with 
one of the Hicaz flavors in their original locations (A). 

Buselik Peniactinrd 


Buselik pentachord on original location 



Playing the final cadence of the makam Sehnaz with the Buselik pentachord 
without modulating to the makam Hicaz constitutes the makam Jehnaz 
Buselik. However, there are many Jehnaz Buselik compositions that move 
towards the conclusion with the Hicaz scale and playing the final cadence 
with the Buselik flavor wiilioul completing the Hicaz flavor. 

tf>cD 2 |a») Analysis of the ^elinaz Taksim: 



5 . -It. . _ 
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16- The mdodic progression begins aronnd the dominant Muhajyer (Itijl, 
A) due to the makam’s descending character. A half cadence is played on 
Muhayyer (high A) with the Buselik flavor 

25 A half cadence is played on the secondary dominant Huseymi (E) with 
the Hicaz flavor 

JS" The Bast flaror on Neva (D) is stressed, A suspended cadence ,s played 
on Nim Hicaz (C#) without any flavors. 

JS-'-WS- The melodic progression continues to emphasize the Hicaz Ziigiilt 
IWot. The final cadence Is played on DilgSh (A) with the Hicaz llayor 


»<CD2|30^ 


§ehnaz Pe§rev 






- p- i "Lf- 



The composition begins around the dominant Muhayyer (high A) due to 
the makam’s descending character. The descending Htlmayun scale and the 
Hlcaz scale In its original location (A) are emphasized, thus concluding the 
makam §ehna 2 scales (Bars 1-7). A suspended cadence is played on Hilseyni 
(E) with the Ussak flavor (Bar 9). A suspended cadence is played on 
Muhayyer (high A) with the Buselik flavor (Bar 11). A suspended cadence 
IS played on Ev^ (F#) with the Segah flavor (Bar 12) . A suspended cadence 
is played on Neva (D) with the Rast flavor (Bars 13-J,5). The scale descends 
to the tonic with the Hicaz scale (Bars 16-18). The melodic progression 
continues with the Hicaz scale in its original location (A) (Bars J9-23) A 
suspended cadence is played on Rast (G) with the Neveser flavor (Bars 24- 
25). The composition continues with the Hicaz scale in its onginal location 
(A). The final cadence is played on Diigah (A) with the Hicaz flavor (Bars 
26-30). 

tlcD5[3?) Analysis of the §elinaz Buselik Taksim: 



The melodic progression begins around the dominant Muhayyer (high A) 
due to the makam's descending character 

23” The Hicaz flavor on Huseyni (E) and the Buselik flavor on Muhayyer 
(high A) are emphasized. A suspended cadence Is played on Neva (D) 
indicating the makam ^chnaz. 

24”-40” The Rast flavor on Neva (D) and the Usjak flavor on Huseyni (E) 
are emphasized. 

52” (Jargah (C) is emphasized. A suspended cadence is played on Qargah 
(G) with the Qargah flavor. 

Ihe final cadence is played on Diigah (A) with the Buselik flavor. 






♦ ♦CD2)32') 


§ehna2 Buselik §ark 


I 


'lanburi Mustafa favus 





1 he composition begins around the dominant Muha> 7 er (high A) due to 
ihc niakam's descending character. The Hicaz flavor on Htiseyni (E) and 
ihe Busehh flavor on Muhayyer (high A) are emphasized, A half cadence 
is played on Hilseyni (E) ccith the Hicaz (lavor (Bars I-J). Cargah (C) is 
emphasized. A suspended cadence is played on Cargah (C) with the Cargah 
flavor (Bars 4-5). The final cadence is played on Dugah (A) with the Buselik 
flavor (Bar 6). 




Tonic :DDgah{A) 

Behavior : Ascending-descending 
Dominant : Hiiseyri(E) 

Leading tone: Rast{G) 

Accidentals : Segah (BI koma flat) 

Construction: A part of the Zirguleli Hicaz scale on Hilseyni (E) is combined with the 
Huseyni scale in its original location (A). The Hiiseyri scale with Acem (F) 
is used when concluding the makam. 

IIUar»calc 


Hicaz teLrachord on Tiz Bii'.elik Hicaz pentachord on Huseyni 



Makam ZirgiiJeli Hicay scale on Hiiscyn 


ll^ak tetrachordon Huseyni Huseym penlachorcl 



The names of the notes for the makam Hisar: 

Nim Hisar (the leading tone of the Hicaz scale on Huseyni), Hilseyni, Dik 
Acem, Nim Jehnaz, Muhnyycr, Tiz Buseiik, Tiz Cargah (there is no tendency 
to progress towards higher nnies than this note in the makam Hisar 
compositions) 

Diigah, Segah, Cargah, Neva, 1 luscyni, Evi; or Acem, Gerdaniye, Muhayyer, 

Extension: 

The makam does not extend because it already has a wide range. 


The neuic profession begins with the Zlrgilldl H.cae Oavoron Hlliqti 

I he ussak Haver on Htlaejaii (E) Is played m order to divert the melodic 
p_ avvay troth Ztrgdie (r.) and to make It caste, to present t 

aim, ,1, 7 ™ »" Hfceynl (E) 

alter the Zirgdlel. Hicaz Ilavor should be avo.ded so that ii doesn’t become 

irr rn" “ »” Neva (D) and 

TP I Notice that Eve (F#) is 

P aced wnh Acent (F) at this point. This change prepares the melodic 
progress,on for Seghh (B 1 k„ma llat) as well as for the tlnal cadence. 

The Ussak Ilavor on Ddgah (A) is played and the inelodte progression goes 

o:v“;f(A;.™“ 

' ''”™ ”•'> “ >’«■'» '^an white, 

lor he makatn Htsar. This ts due 1 „ ihe fan. that it is used .he, the Znaffleli 

mood of ir ”” It """I 

the raaltam Htsar ,n general, Segih (B 1 koma hat) is not played 

as low as ii would be m the makams Hilseyni or Ujsak 


Gsi® Analysis of the Htsar Taksim: 








The melodic progression beg ns around the HQseym (E) due to the makam’s 
ascending-descending behavior. 

ll’- o •'>' »«'■“ 

-25 The Hicaa flavor on Htlseyni (E) „ emphasized. 



l&'-iT The Ujjak flavor on HUseyni (E) is played. 

43” The Huseyni flavor is played in its original location (A), A short 
suspended cadence is played on Neva (D). 

49”-5J” A suspended cadence is played on Qargah (C) with the Cargah 
flavor and on Segah (B 1 koma flat) without any flavor 
52”-J;d9” The scales of the niakam Hlsar are played again. The final cadence 
is played on Dugih (A) with the Uffak flavor. 


♦ >CD?|34) 


H i s a r P e 5 r e V 







The composition begins around Huseyni (E) due to the makam's ascending- 
descending character. A half cadence is played on Huseyni (E) with the 
Hicaz flavor (Bars 1-4). A suspended cadence is played on Neva (D) with 
the Buselik flavor (Bars .5-6). The melodic progression continues with the 
U 5 §ak flavor typical for the makam Hisar, A half cadence is played with the 
Uf§ak flavor on Huseyni (E) (Bars 7-12). Scales of the makam Hisar are 
played again. The final cadence is played on Diigah (A) with the U?|ak 
flavor (Bars 13-20). 





The makam H\sar Buselik wds created by Tanbun Muslaja Cavuj fJ 700-1770). 

Tonic :Dugah(A). ~ 

Behavior : Ascending-descending 

Dominant : HLiseynitE) 

Leading tone: Nim Zirgiile (low G#) 

Accidentals : None 


Construction: The Buseiik pentachord in its original location (A) is combined with tfie 
scales of the makam Hisar, 


Hisar Buselik scale 



Makam Zirgulch llicaz scale on Httseyni 
k'j^ak tetroebord on lluscvin Huseyni pcntaeliord 



Descending Huseyni scale on original locatir 




The names of the notes for the makam Hisar Buselik: 

Nim Hisar Oeading tone of ihe Hicaz scale on Huse>-ni note), Huseyni. Dik 
Acem, Nim Sehnaz, Muhayyer, Tiz Buselik, Tiz Cargali (there is a tendency 
not CO progress higher than this note in the makam Hisar Buselik compositions') 
Dugah, Segah or Buselik, Qargah, Neva, Huseyni, Ev? or Acem. Getdaniye, 
Muhay>'er. 


Extension: 

The makam does not extend because it already has a wide range 


Behavior; 

The makam Hisar Buselik is simply the makam Hisar with the final cadence 
played using the Buselik pentachord in its original location (A), Although, 
it is more appropriate to complete the makam Hisar before making the final 
cadence, this ts not the case in many of the new compositions written for 
the makam Hisar Buselik. In these compositions written in shorter forms, 
the Zirgiileli Ilicaz flavor and a short Us^ak flavor on Huseyni (E) are used 
before the final cadence is played with the Buselik flavor in its original 
location (A). 

The proper melodic progression is to play the final cadence with the Buselik 
flavor after completing the makam Hisar. The Buselik pentachord in its 
original location (A) and the ZirgOleli Hlcaz flavor on HQseyni (E) are the 
flavors that already exist naturally in the makam Buselik. The Hisar flavor 
which diversifies the makam must also be used dunng the melodic 
progression. 

^co 2 ^ Analysis of the Hisar Buselik Taksirr: 



The melodic progression begins around HOseyni (E) due to the raakam’s 
ascending-descending character. 

20" A half cadence is played on Huseyni (E) with the Hicaz flavor. 

44” The melodic progression continues wiili the makam Hisar. A half 
cadence is played on Httseyni (E) v-nth the Hicaz flavor. 

51 ” Buselik CB) is used and a suspended cadence is played with the Cargah 
flavor on Qargah (C). 

The final cadence is played with the Buselik flavor on Dugah (A). 







The composition begins around tltlseynl (T) due to the makams ascending- 
descending character. A suspended cadence is played with the Qargah flavor 
on Cargah (C) (Bars 1-4). The final cadence is played with the Buselik 
flavor on Dttgah (A) (Bars 5-8). The melodic progression continues with 
the Hicaz flavor on Hiiseyni (E) (Bars 9-12). A suspended cadence is played 
on Hiiseyni (E) with the Hiiseyni flavor (Bars i3-14). The melodic progression 
continues with the Hicaz flavor on Hiiseyni (E) (Bars 15-20). The composition 
continues with the makam Buselik scale. The final cadence is played with 
the Buselik flavor on Dtigah (A). 




Suzic/ir 


Tonic : HOsevniAjirandowE) 

Behavior : Descending 

Dominant : The primary dominant is Huseyni (E) and the secondary dominant is 
Buselik (6). In general, the Buselik flavor on Diigah (A) replaces the 
secondary dominant; and the flavors on Buselik (B) are played as suspended 
cadences. 

Leading tone: Kaba film HisardowD#) 

Accidentals : Nim 5ehnaz (high Gtt), Nim Hisar (D#) and Dik Acem (F1 koma sharp) 

Construction: The Hicaz Humayun scale on Huseyni (E) is added after the ZirgUleli Hicaz 
scale on Huseyni A§iran (low E). This is the most frequently used form of 
this makam. However, in some of the Suzidil compositions, the makams 
Hisar and Hisar Buselik are used for the melodic progression, and the final 
cadence is played on Huseyni A§iran (low E) with the Zirguleli Hicaz scale. 



Extended part Suzidtl scaJe on original location 














The names of the notes for the makam Suzidil: 

HUseyni Ajiian, Dik Acem A^nan, IMim Zirgiile, Dugah, Buseltk, CargSh. 
Nim I iisar or Nc^•a, I lubej'ni. Dik Acem, Nim ^hmz. Muhay>-er, Tiz Buselik 
Tiz Cargah, Tiz Neva, Tiz Huscyni 


Extension: 

Thp makara axieiatk over the high tonic with the Hlcaz pentachord. 

Behavior: 

The melodic progression begins with the Hicaz Htlmayun scale on Hiiseyni 
(E). me Neveser flavor is used when descending to the secondary dominani 
Dugah (A). A half cadence is played with the Buselik flavor on Duga 
Neva (D) is emphasized during the half cadence in order to strengthen the 
Buselik flavor. The final cadence is played on Huseyni Amiran (low E) with 
the ZirgQlell Hicaz flavor Ihe makam Suzidil may easily lose its characteristic 
mood if these flavors are not used in moderation. 

When moving towards the final cadence, in other words, shifting from the 
Buselik flavor towards the Zirguleli Hicaz flavor, it is common practice 
persistently play suspended cadences on Buselik (B), which Is the dominant 
of the Zirguleli Hicaz scale. 

The Huseyni Bacor Is used on Huseyni (E), especially In ,he compM,lions 
wnltien in longer forms. In these compositions, the makam Hisar Bus 
IS presented before the makam Hisar is completed. 


Analysis of the Suzidil raksim: 


The melodic progression begins around Huseyni (E) due to the makam'. 
descending character. 





16- A halt cadence is played on HOseynl (E) with the Hicaz llaeor. 

J9” The melodic progression comlnues wiih the Hicaz flavor on Hliseynl 
(E). A suspended cadence Is played on Busellk (B), ihe dominant of the 
Hicaz Hflmayun scale on I lUbcyni aA^iran (low E). 

51- A suspended cadence is played on Him ZirgOle (G»), the third degree 
of ihe Hicaz Hilmayun scale. 

52’’-l:09'’ The Zirgtileli Hicaz and Hicaz Humayun scales on Huseyni Ajiran 
(low E) are played again. The final cadence is played on Htiseyni Amiran 
(low E) with the Hicaz flavor. 


C#CD2]^ 



S u z i d i I P e I r e u 





The composuion begins around Hliseynl (E) due to ihe makam's descending 
character. 

A half cadence is played on Hilseyni (E) with the Hicaz flavor (Bars J-4J. 
The melodic progression continues wiih the Hicaz flavor on Hil5C)Tii (E). 

A suspended cadence is played on Muhayyer (A) (Bars 5-7). The Kiirdi 
flavor is played on Htlseyni (E); the dominant of the Buselik scale in its 
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original place (Bars 8-10). Melody descends to Huseyni Ajiran (low 1) with 
the Hicaz Humayun scale. A suspended cadence is played on Buselik (B) 
(Bars 1 1-12). The melodic progression continues with the Hicaz Humayun 
scale on Huseymi Ajiran (low E). The final cadence is played on Huseyni 
Asiran (low E) with the Hicaz flavor (Bars 13-21). 






Tonic :D(jgah(A) 

Behavior : Ascenfling-flescending or ascending. 

Dominant : A half cadence is played or the primary dominant ?argah (C) with the 
Hicaz Zirgiile flavor. A half cadence is played on the secondary dominant 
Hilseyni (E) with the U§sak flavor, 

Leading tone: Rast(6) 

Accidentals : Segah (B1 komaflat) and Hicaz (0 4 komas flat) 

Construction: A part of the Huseyni scale on Huseyni (E) is combined with the Saba 
scale in its original location (A). 

Kufek scale 



The names of the notes for the makam KQgek 

DOgah, Segah, Qirgah, Hicaz, Dik Hisar or Huseyni, Acem, Gerdaniye. 
Jehnaz, Tiz Segah, Tiz (^argah 


Extension: 

Makam Kfli^ek does noi extend because it already has a wide range. 

Behavior: 

The melodic progression begins with the makam Saba. After the Uy^ak flavor 
on Huseyni (E) is presented, a half cadence is played on Cargah [Q. The 
melodic progression continues with the flavors of the makam. The final 
cadence must be played with the Saba flavor. 


Yeni Sipihr 

Tonic ;D0gah(A) 

Behavior ; Descending 

Dominant : Husepi (E) is tha primary dominant, wiiicP is also used for suspended 
cadences, (argah (C) is the secondary dominant, which gains significance 
when the makam modulates to the tiuseyhl flayor. CargSh (Cl is also the 
dominant note of the Saba flavor in the final cadence of the makam 
heading tone: Rast(G) 

Accidentals : Segah (B 1 koma flat) and Hicaz (D 4 komas flat) 

Constrirction: The makam KOgek scales are combined with those of the makam Hisar 


Hicazleg-achordon n^linselik 11,0 


oj _ 




/iryuleh Hicaz bciIe on Husey-tii 


L'ssafc Ictradiord on Huseyni Hiiscryni pentachord 






Behavior: 

The melodic progression begins with the makam Kisar A half cadence is 
played on Huseym (E) with the 1 hcaz Zirgttle Havor. The Ussak flavor on 
Huse>Tii (E) IS used as a natural transition from the makam Hisair to the 
makam KQgek. After the makam Kticek is perfomied. the final cadence is 
played with the Saba flavor. 




Analysis of the YeniSipihrTaksim: 



The melodic progression begins around Htiseyni (E) due to the makam’s 
descending character. 

15” A half cadence is played on Huseyni (E) with the Hicaz flavor 
22” A short suspended cadence is played on Neva (D). 

JO” Ihc makam Hisar is concluded on DugSh (A) with the Uljak flavor. 
The Scgah note (D 1 koma flat) is played higher tlian written for the makam 
Hisar. 

J4” A half cadence is played on Huseyni (E) with the Hicaz flavor. 

50” In order to modulate to the KQi,ek scales, the Htiseyni flavor on I luseyni 
(E) is played and a suspended cadence is played with the Cargah flavor on 
Cargah (C). 

5J-);08” (^argah (C) is emphasized within the Saba flavor. The final cadence 
is played with the Saba (Ku^ek) flavor on Dugah (A). 


Eski Sipihr 

Tonic :0ijgah(A) 

Behavior : Descending 

Dominant : Huseyni (E) is the primary dominant, which.is also used for suspended 
cadences. Neva ID) is the secondary dominant, which gains significance 
when the melodic progression modulates to the makam Hisar. 

Leading tone: Rast (G) 

Accidentais ; Segah (B1 koma fiat) 

Construction; The makam Hisar scales are combined with a part of the §ehnaz scaies. 



Lski Sipihr stales 



Behavior; 

The melodic progisaionbeg^™*,he 

15 played on Muhayyer (high A) with the Biisel.k flavor. A half cadence is 
played on Neva (D) wiila die Rasi Davor. The melodic progression moves onto 
the makam Hrsar without concluding the makam Jehnaz. The final cadence 
IS played on Diigati (A) with the Hisar flavor. 

Analysis of the Eski Sipihr Taksim: 



10?" 


The mdodic prcgccsston begins around Muhajyer (high A) doe to the ™k.ms 
descending character, 

J3- A suspended cadence is played on Muhayyer (high A) will, the Buselik 


20" A half cadence .s played on IMseynl (E) with the Hlcaz llavor 
29" Ihe East havor on Neca (D) is emphasized. 

38- A suspended cadence is played with the HOseyn, Oavor on Unseyn, (E). 
42" A suspended catlcncc is played with the Biiselik flayor on Neva (D) 

45- ihe scale de.scends to Dugah (A) with ihe Usak Eayor. 

47-1.-oy The melodic pros-ession conlinues with ihe Hicaz flavor on I luseyni 
(E). The final cadence is played with ihe Hisar flayor on DugSh (A) Segah 
(B 1 koma flat) is played higher than written. 



Tonic : Irak (low Ftt) 

Behavior : Descending 

Dominant : The primary dominant is Ev? (f#). The first half cadence is played with 
the Segah flavor on Evg (F#) using Acem (E#) as the leading tone. The 
second half cadence is played on secondary dominant Diigah (A) with the 
Uggak flavor, 

Leading tone: Acem Agiran (low F) 

Accidentals : Segah (B1 koma flat) and Evg (F#) 

Construction: The Segah tetrachord on Irak (low F#) is combined with the Us^ak scale 
in its original position (A) 


ik pentachord on Neva 




The names of the notes for the makam Evg (in ascending order): 

Dttgah, Segah. Cargah, Neva, Ffuseyni, Acem, Gerdaniyc, Muhayycr, 

Irak, Rase, EXigah, Segah. 

Extension and Behavior: 

The makatn EEvg extends with the Segah fkvor above the high ionic Evg 
(F#) When the makam descends to Neva (D) using the Segah flavor on Evg 
(F#), the Rast pentachord is formed. This creates the appropriate conditions 
for playing cadences with the Ferahnak flavor. The FerahnSk flavor should 
not be played close to the final cadence and it should not be played before 
the makam Evg is fully presented. 



Tto ,™ka,n FerahMk.. ™a„ to ,ho maktoo eoj. „„„ve,, Fotahnak 

includes cudences with the Rast ftooi on Neva (D) and with the Hast flavor 
on niigah (A). Ihe makam Ovg indudes a cadence on Dugah (A) wilh the 
Ussak flavor, which is never used In the makam Ferahnak, The differences 
belwen, these two makaras should be noted and nsed with their rcspcctim 


S.slh[»n*^^L,( FerdrUkpmtadiorrfonEvc R.sl neut.ca„,a „ k„. 


^^£1® Analysis of the Ev?raksim: 


■ •••t- W.—- = 

' en-. - - - 


06- The melodic progression begins around Evg (F«) due to the raakanis 
descending character, 

U” The emphd-sis Is placed on Nim Hicaz (C#). which is the leading tone 
ol ,hr Rast llavor on Neva (D) and which calls for the Segah flavor on 
Ev? (h'#). 

J3- The Segaii flavor on Er-g (F#) is emphasized and a halt cadence is pWed 
on i’.vc (F#) with the Segah flavor. ' ^ 

47" .Neva (D) facilitates Ihe .shifi to the Ussak llavor, A Iralf cadence rs played 
With the Ufjak llavor on Dagah (A). 

!:m- The Segah (B i konia flat) Is played higher than wrllten in order to 
de,scend to Irak (low Fs) with the Segah flavor, 
i.l6"Tlie melodic progression connnues w.ih the scales which cousuuei 
the makam Evg, The final cadence is played on Irak (low F#) with the Segal, 
flavor, * 


The composition begins around Evg (F#) due to the makam’s descending 
character (Bars 1 -2) The emphasis is placed on Nim Hicaz (C#), which is 
the leading lone oi the Rast flavor on Neva (D) and which calls for the Segah 
flavor on Evg (Fft) (Bars 3-4). The Segah flavor on Evg (F#) is emphasized 
and a hall cadence is played on Evp (F#) with the Segah flavor (Bars 5-8). 
Neva (D) facilitates the shift to the U^sak flavor. A half cadence is played 
with the Ujiak flavor on DOgah (A) (Bars 9-12). The Segah {B 1 koma flat) 
is played higher than written in order to descend to Irak (low F#) with the 
Segah flavor. The final cadence is played on Irak (low Fff) with the Segah 
flavor (Bars J3-I6). 


<i^era^?2dS 


Tonic : [rak (low F#) 

Behavior : Descending 

Dointnant : fl half cadence is played on the primary dominant Neva (D) with the Rast 
flavor, Dugah (A) is tire secondary doirrinant. A hall cadence Is played with 
the Rast flavor on Diigah (A), 

Leading tone; Acem A§iran (low F) 

Accidentals : £vg (F#) and hiin hicaz (C#) 

Construction: Rast pentachord on Neva (D), Hicaz tetrachord on Nim Hicaz (C#), Feratiiiak 
pentachord on Segih (B1 koma flat). Past pentachord on DOgah (A), and 
Ferahnak pentachord on Irak (low F#) are the tetrachords and pentachords 
thatform the Ferahnak scale. 



Jlastpeniachordo nW Ferahrakpcm fichcxl on Irak 


lire narites of the notes for the rrralam Ferahnak (in ascenriinj order) 

Irak, Rast, nogah, Bosclrk or Scgah, Nim Hicaz or gargah, Neva, HQseyni 
or Acern, Evg, Gerdaniye, Muhayyer 

Extension: 


The makam extends into the high register with the Ferahnak pentachord 
on Evf (F#) and in the low register with the Rast pentachord on Yeeah 
(low n). ^ 


Behavior: 

Suspended cadences are played in the middle register, on Dtigah (A) with 
the N4aburek flavor and on Buselik (B) with the Nijabur flavor. Descent 
to Ycgah (low D) with the Rast flavor followed by a final cadence on Irak 
(low F#) is typical For the makam Ferahnak. 

In some compositions, the melodic progression begins with the Rast flavor 
on Neva (D) and a half cadence is played on Evg (F#) with the Ferahnak 
flavor. 

Analysts of the Ferahnak Taksim: 





04” The melodic progression begins around dominant Neva (D) due to the 
makam's descending character. 

20” The Rast flavor Is played on Dugah (A) and Yegah (low D), indicating 
the Rast flavor on Neva (D). A half cadence is played with the Rast flavor 
on Neva (D). 

33” The Ferahnak flavor is played on Ev; (F#) and a half cadence is played 
on Dilgah (A) with the Rast flavor. 

51 ” The Rast flavor on YegSh (low D) is emphasized. The final cadence is 
played on Irak (low F#) with the f-erahnak flavor. 


The composiuon begins around the dominam Neva (D) with the Rasl flavor 
due to the makam's descending character CBars J-3). A half cadence is 
played with the Rast flavor on Neva (D) (Bar 4) -Ihe meiodic progression 
continues with the Rast flavor on Dtigah (A) (Bars 5-7). A half cadence is 
played on Neva (D) with the Rast flavor (Bar 8). The Rast flavor on Yegah 
(low D) IS emphasized. A hall cadence is played on Neva (D) with the Rast 
flavor (Bars 9 12). The Rast flavor on Dugah (A) and the Rast flavor on 
Yegah (low D) are played. The final cadence is played on Iiak (low F#) with 
the Ferahnak flavor (Bors 





^vcara 


Tonic : Irak (low F#) 

Bohaviof : Descending 

Dominant : The note £vg (F#) is the primary dominant. Half cadences are played on 
this note with the Segah and Miistear llayors. Nim Hicaz (C#) is the 
secondary dominant. A half cadence is played on this note with the Hicaz 
flavor. 

Leading tone: Acem A§iran (low F). 

Accidentals : Segih (B1 koma flat), Evg (F#), Nim Hicaz (Cff), Kiirdi (A#) and Acem (£#) 

Construction: The descending ZirgQieli Hicaz scale on Irak (low F#). 


■Se gah peniaci^ d or Evf Feroluiak pent 


_ 

I ^ 


Cvv Musieaj tarachordon Ev'9 



az tetrachord on Mira Hic: 






The names of the notes for the makam Eveara: 

Irak, Rasi. Ktirdi, Segah, Nim Hicaz. Neva, Acem, Evg, Gerdamye or Nim 
t?ehnaz, Muhayyer, Tiz Segah, Tiz gargflh 

Extension: 

'1 he makam ha.s am eKten.sion area with the diminished Segah pentachord 
and the Moscear tetrachord on hvc (F#). 

Behavior: 

Transposed makams display new characteristics and moods completely 




J 



different Irom those of the makams they originate from, even though all the 
intervals used in the scale ate the same. The makam Evcara is one of the 
best examples of this phenomenon. 

The use of the .Segah and MQstear flavors on Evg (r#) in the initial cadence 
of the makam Evcara distinguished it from the makam Zirgiileii Hicaz. After 
these flavors arc carried out. a half cadence is played with the Hicaz flavore 
on Nim Hicaz (C#). A suspended cadence is played on Segah (B I koma 
naO with the Niknz flavor and the melodic progression is concluded. 

|_<CD2[4S) Analysis of the Evcara Taksim; 






07- The lakim begins .round the note Evg (F») with the Mllstear llavor 
due to the makam's descending character. 

33- The Mttslear flavor on Ev( (F#) is emphaslaed. A half cadence Is played 
With the Hicaz llavor on Nim Hicaz (C#). 

56- The scale descends to Irak (low F#) with die Evcara flavor with the 
support ol Segah (B 1 koma flat). 

57”-J:23’’ The flavors of the makam Evcara are played. The final cadence 
IS played with the Hicaz llavor on Irak (low F#). 



The composition begins around the note Evg (F#) with the MUsiear flavor 
due to the makam's descending character. The MOstear flavor on Ev? (F#) 
is emphasized CBars 1-5). A half cadence is played on Nim Hicaz (C#) with 
the Hicaz flavor (Bur 6}. The scale descends to Irak (low F#) with the Evcara 
flavor by the support of Segah (B 1 koma flat) (Bars 7-9). The Hicaz flavor 
on the Irak (F#) is emphasized. The final cadence is played on Irak (F#) 
with the Evcara flavor (Bars I0-J3). 



Tonic :KabaCargafi(lowC) 

Behavior : Ascending or descending-ascending 

Dominant : Rast (G) 

Leading tone: Kaba Buselik (low B) 

Accidentals ; None 

Construction: fargah pentachord on Kaba gargah (low C), fargah tetrachord on Rast (G) 

Cargah scale 


(,'argah pentachord 



The names of the notes for the makam ^argah: 

Kaha t;:argah,Yegah, Huseyni Amiran, Accm Amiran, Rasi, DugSh, Buselik, Cargah. 

Extension; 

Scale extends over the high tonic Cargah (C) with the Hicaz pentachord. 

Behavior: 

The raebdic progression begins around the ionic Kaba Cargah (low Q. After 
presenting the notes of the scale, a half cadence is played on the dominant Rast 
(G). The extension part of the scale is presented and final cadence is played on 
the tonic Kaba Cargdh (low C). AI licaz tetrachord on Caigdh (C) is used as an 
extension. 

Several iheoiy books present a definlfion of the makam Caigah which resembles 
the C-major scale. Howe%-cr, in older books andin the ma)ority of the compositions 
wntten for the makam Cargah, the Hicaz tetrachord on Cargah (C) is included 
in the scale rather than being the extended section. In these examples, the final 
cadence is played with the Hicaz flavor on Cargah (C). 



In the version in which the Hicaz tetrachord is included in the scale, the 
makam descends to Dugah (A) with the Saba flavor, thus Segah (B 1 koma 
flat) is used. The melodic progression concluding with the final cadence on 
the third degree of the makam Saba - which is the note Qixgah (Q - more 
suitably represents the makam. 

#»CD2l4?) Analysis of the ?argah Taksim: 



The melodic progression begins with ihe Hicaz flavor on Cargah (Q due to 
the makam’s ascending-descending behavior. 

14” A suspended cadence is played on Segah (B 1 koma flat). 

The Hicaz flavor on (Jlargah (C) is emphasized. The final cadence is played 
on Cargah (C) with ihe Hicaz flavor. 

The fofesim is performed taking ihe makam Cargah in Its classical sense as 
reference and emphasizing the Hicaz flavor on (Jargah (C). 



C a r g a h i I a h i 


I3ai deri'isim diyene 

Snfyan 



The composition begins with the Hicaz flavor on ^argah (C) due to the 
tnakam’s ascending-descending behavior (Bars 1-2). A suspended cadence 
IS played on the Segah (B 1 koma flat) (Bar 3). A suspended cadence Is played 
on Dtigah (A) with the Saba flavor (Bar 4). The composition continues 
emphasizing the Hicaz flavor on CargSh (O. The final cadence is played on 
Qargah (C) with the Hicaz flavor. (Bars 3-8). 






Behavior : Ascending 
Powerful : Cargah(C) 

Leading tone: Rast(G) 

Accidentals : Segah (1 koma flat B) and Hicaz (4 komas flat D) 

Construction: Saba tetrachord in its original location (A) is combined with the Hicaz 
Zirgiile scale on Cargah(C| 

Saba scale 



Zuguldi Hicaz scale on C'argSh 


Saba tetrachord 



The names of the notes for the makam Saba: 

Dugah, Segah, Cargah, Hicaz, Dik Hisar or Httseyni, Acem, Gerdaniye, 
§chnaz, Tiz Segah, Tiz (^argah 

Extension: 

The makam Saba does not extend because it already has a wide range. 

Behavior: 

The Hicaz (D 4 komas flat) should always be played sharper chan it is 
wTiiien. On some occasions, depending on the melody, it is replaced with 
Dik Hicaz {D 1 koma flat). 

5ehnaz (A 4 komas flat) is played as written when using the Hicaz flavor on 



Gerdaniye (high G). However, it is played sharper than written when using 
the Saba flavor on i^argah (C). Depending on melody, it should sometimes 
be replaced with Dik Jehnaz (A I koma flat). 

In several compositions written for the makatn Saba, the gargSh flavor on 
Acem (F) is played and suspended cadences are played on Muhayyer (high 
A) using Sunbale (high B b). 

The malcam Saba, having an ascending character, mostly slicks to the middle 
register ol the scale, retaining the characteristic mood of the Saba flavor. 
During the melodic progression of the makam Saba, there is usually a 
tendency to assume the Acem Ajiran mood and come back to the Saba 
flavor. It is not common practice to jump from ^argah (C) to Gerdaniye 
(high G) since this may cause the makam to acquire the mood of the makam 
Jevkefza. 

Mco2l4») Analysis of the Saba Taksim: 



The fabsiru begins around Gnrgah (C) due to the makam's descending 
character, 

22” A half cadence is played on gargah (C) with the Hicaz flavor. 

25”-2 7” Gerdaniye (high G) is played. The melody stays on Acem (F) 
signaling that the Cargah flavor will be played immediately afterwards. 
35” After Sttnbule (high B b) Is used and a hint of the gargah flavor is given, 
the scale descends to gargah (C) with the Hicaz flavor, 

35”-51” The makam descends to Dugah (A) with the Saba flavor. The 
melodic progression continues with the flavors of the makam Saba. The 
final cadence is played on Dtigah (A) with the Saba flavor. 



MCD2|50^ 


Saba § a r k I 


Sakir Aga 



The composition begins with the Saba flavor due to the imkam’s descending 
character. The melodic progression continues with the Saba flavor on Dtlgah 
(A) (Bars J-/6), A short suspended cadence is plaved on Huseyni (E] with 
the HQseyni flavor (Bars 17-19). The final cadence is played on Dugah (A) 
with the Saba llavor (Bars 20-32). 

Note- This composition is a very good example of how Hicaz (D 4 koraas 
Hat) is replaced with Dik Hicaz (D 1 koma flat) in the makam Saba. 
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Tonic :lrak(F#) 

Behaviour : Ascending-descending 

Dominant : fargah (C), A half cadence is piayed on the note with the Hicaz flavor 
Leading tone: Acem Ajiran (low F) 

Accidentais : Seg§h (B1 koma flat) and Hicaz (D 4 komas flat) 

Construction: The Saba scale in its original location (A) is combined with the Segah 
tetrachord on Irak (F#). 


Ziryuleli Hicaz scale on C,'arg9h 
Saba tetrachoiti “ 

on onyinal location Hicaz pentachord on g'argah 



The names of the notes for the makam Bestenigar; 

Dtlgah, Segah, (^axgiw, Hicaz, Dik Hisar oi HOseyni, Acem, Gerdaniye, 
Sehnaz, Tiz Segah, Tiz Cargah 
Irak, Rasi, DflgSh, Segah 

Extension: 

The makam does not have any extensions because of its already wide range. 

Behavior: 

The melodic progression begins on the Saba scale in its original location 
(A) and the first half cadence is played on Cargah (C). A second half cadence 
is played on the Dugati (A) which is the tonic of the makam Saba and the 



dominant of the Segah (favor on Irak (low Fi¥) at the same time. With 
support from Rast (G), Segah (B 1 kotna flat) is played higher than written 
when concluding this makarn. 


Hicaz (D 4 komas flat) must be played higher than written for the raakara 
BestenigSr. There are moments during the melodic progression that the 
Hicae (D 4 komas flat) is played to sound very close to the Neva (D), Hicat 
(D 4 komas flat) should be played as Dik Hicaz (D 1 koma flat) when the 
makarn is moving to the final cadence. The note moving between Hicaz (D 
4 komas flat) and the Dlk Hicaz (D i koma flat) can be referred to as the 
Bestenigar note'. Similar to the makarn I luzzam, the makarn Bestenlgar also 
has its own onginal flavorwith this floating note. 

Mco 2 |gt) AnalysisoftheBesterigarTaksim: 



The melodic progression begins around CargSh (C) due to the makam’s 
ascending-descending character. 

2J” A half cadence is played on CargJh (C) with the Hicaz flavor. 

31” The Segah flavor on its original location (B 1 koma flat) is played. 
Suspended cadence is played on Segah (B 1 koma flat) played higher than 
written. 

45” The scale descends to the note Irak (low h#) with the Segah flavoT, 
gaining support from Segah (B I koma flat) 

47”-l:02'’ The flavors of the makarn BestenigSr are played. The final cadence 
is played with the Segah flavor on Irak (low T#). 




The composition begins around the (^argah (C) due to the makam’s ascending- 
descending character. A half cadence is played on (Jargah (C) with the Hicaz 
flavor (Bars l-J). The melodic progression continues with the Hicaz flavor 
on (jiargah (C). A suspended cadence is played on Gerdaniye (high G) (Bar 
7) and on Acem (F) (Bar 9). The composition continues with the Hicaz 
flavor on GargHh (C) and the melody descends to the note Irak (low F#) 
with the SegSh flavor (Bars 10-14). The melodic progression in the teslim 
section continues with the Segah flavor on Irak (low F#). The final cadence 
is played with the Segah flavor on Irak (low F#) (Bars I5-21h 


















Bvih oj (hot makam were created by Sidlan Selim III 

Tonic ; Acem Amiran (low 5) (or both makams. 

Behavior ; The makam §evkefza is (Jescending and the makam ^evk-u TaraB is 
ascending-fJescending. 

Dominant: ^evkefza: Gerdaniye (high G) is the primary dominant. A half cadence 
IS played on this note with the hlicaz flavor. The secondary dominant is 
Cargah (C). A half cadence is played on this note with the Hicaz flavor. 
§evk-u Tarab: gargah (C) is the primary dominant. A half cadence is 
played on this note with the Hicaz flavor. The secondary Oomirart is 
Ougah (A). A half cadence is played on this note with the Saba flavor 

Leading tone: HQseyni A§lran (low E) for both makams. 

Accidentals : Segah (B 1 koma flat) and Hicaz (D 4 koma flat! for both makams 

Construction: 

§evkefza: The Acem Ajiran scale in its original location (low F) and the Nikriz pentachord 

on Acem Amiran (low F) are combined with the ZirgOleli Hicaz scale on Cargah (C). 

$evki‘rza stale 



IliCazZirguio scale on Cargah 


Cargah (elradiord Cargah psntechord 




§evl(-u Tarab; The makam Acem Amiran in its original location (low F) is combined with 
the makam Saba. 

ScvkHi Tarab scale 




Acem Afnan scale on original location 


The names of the notes for the makam §evkefza: 

Cargah, Ilicaz, Dik Hisar, Acem, Gerdanlye, Jehnaz, Tiz Segah, Tiz gargah. 
Acem Ajiran, Rast. Dugah, Ktirdi, Cargflh, Neva, Hflseyni, Acem, 

Acem Ajiran, Rast, Zirgiile, Segah, Cargah. 

Names of the notes for the makam §evk-u Tarab: 

Dugah, Segah. Cargah, Fiicaz, Dik TTisar, Acem, Gerdanlye, Sehnaz, Tiz 
Segah. Tiz Cargah, 

Acem Asiran, Rast, Dugah, KiTirdi, Cargah, Neva, Htiseyni, Acem, 

Extension: 

Makams do not extend because they already have a wide range. 

Behavior: 

The makam ^evkefza: The melodic progression begins with ZirgUleli Hicaz 
scale on Cargah (C) Half cadences are played on the dominant Gerdaniye 
(high G) and CargSh (C) with the tlicaz flavor. Suspended cadences are 
played on Acem (F) and Ktirdi (B h) with the Nikrlz flavor, and followed 
by the final cadence. In the classical compositions of higher forms written 
for the makam Sevkefza, the makam Acem Asiran is used in its entirety 
during the melodic progression. 

In order to prevent the makam Jevkefza from taking on the mood of the 
makam Sevk-u Tarab, the Saba flavor should not be used, which means 


particular care should be taken not to play the Segah (B 1 koma flat) lower 
than wriuen. 

The makam §evli-u Tarab: The correct execution of this makam is to play the 
makam Saba in its original location (A) and to play the final cadence in 
the makam Acem Asiran scale. Playing the Zirguleli Hicaz scale on fargsh 
(C) in a persistent manner should also be avoided, in order to prevent the 
makam from attaining the mood of the makam Jevkefza. 

The makam §evkefza is a bright makam that uses chiefly the high register, 
while the makam Jevk-u Tarab is a reserved makam that uses the middle 
register. 


Analysis of the §evl(efza Taksim 



12” The melodic progression begins around the dominant Gerdaniye (high 
G) due to the makam’s descending character. A half cadence is played on 
Cargah (C) with the Hicaz flavor. 

21" The Hicaz flavor is emphasized on Gerdaniye (high G) and Cargah 
(C). A suspended cadence is played on KQrdi (B \?) with the Nikriz flavor. 
.30" The makam descends to Acem A$iran (low F) with the Nikriz Oavor. 
48" The scales of the makam Sevkefza are played. The Cargah flavor on 
Acem Ajiran (low F) is played. 

52” The final cadence is played with the Nikriz flavor on Acem Amiran 
(low F). 




The composition begins around the dominant Gerdaniye (high G) due to 
the makam's descending character. The melodic progression coniinues 
with the Hicaz flavor on Gargah (C). The fourth degree of the Hicaz flavor 
Acem (F) is used as a dominant (an exception to the rule) (Bars 
1-8). A suspended cadence is played on KOrdi (BF) with the Nikriz flavor 
(Bars 9-10). The final cadence is played with the Gargah flavor on Acem 
Asiran (low F). (Bars J f-J2), 






















f»c[>2|55) Analysis of the §evk-u Tarab Taksim 





The melodic progression begins around dominant gargah (C) due to the 
makam’s ascending-descending character. 

22” The Saba flavor in its original location (A) is emphasized. A half 
cadence is played on targah (C) witli the Hicaz flavor. 

39” The Hicaz flavor is emphasized on Cargah (C). The Gerdamyc (high 
G) and the Cargah flavor on Acem (!•) are emphasized. A suspended 
cadence is played on Cargah (C) with the Cargah flavor. 

5.5” The melodic progression continues with the Accra Afiran scale. The 
final cadence is played with the Cargah flavor on Acem Amiran (low F). 
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Anolher elemeni of Turkish music which is just as important as makams is that 
of usu! The term usul comprises all the concepts of "measure,” “tempo” and 
“rhythm," The usuls show us the tempo form and style of the piece to be played. 
In pieces in the high forms, the meter of the lyncs is directly related to the beats 
of the itsul. The usuls to which each meter may be set to music are strictly 
defined; without forging a relationship between meter and usu!, it is impossible 
to compose a piece in the "high forms' such as beste, agir semai, pejrev, crytn, etc. 
The usuls are also extremely important in instrumental pieces. It is impossible 
to capture the feeling, spirit and style of a piece when thinking of usu! merely 
in terms of a metronome counting the downbeats. The piece must be performed 
m coniormily with the musical progression of the usui, and within an 
utidersmnding nfits lengthening/shortening beats. 

I thougjrt It helpful to note the usuls of the pieces used as examples m this book, 
and believe that they will be especially helpful in examining and followingalong 
with the pieces in both the great and uneven tisuis. 

Traditionally, in the absence of percussion insmiments such as the hudum and 
bendir, the beats of the asul are struck on the right and left knees with the right 
and left hand. 

Notes written with an overscore are beaten with the right hand, and underscored 
notes with the leli hand. “Ta-Hek" notes are beaten with both hands at once. 
As understanding and applying the atuls of Turkish music is a rather difficult 
subject, I have written the great tciuls in 4/4 measures. In the case ofusufe which 
cannot be divided into four, such as those in 10/8 or Q/8,1 have remained 
faithful to the original beats. As these uneven (aksak) usuls may be unfamiliar, 
their beats should lie memorized and practiced by beating out the luul while 
listening to the sample pieces. 
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Glossary 


Aranagme 

Qim 

Dik 

Gazel 

Gefki 

llane 

Kaba 

Karar 

Kui,ide 

Kemenfe 

Kofefetc 

Makam 

Me}k 

Meyan 

Ney 

Perde 

Pe^rev 

5a? Semflisi 

Seyir 

}arhi 

^ed 

Tahm 

Janhur 

lanbxin 

T?slim 

Tiz 

Lfsul 


Instnimenial interlude 
Havor 

High piidicd 

1. Turkish classical music vocal tafcsim: 2. Lyric poem 
; Mixlulation 

. -Seciioii wlihin a composllion 
Pitch prefix referring to the lower octave 
Cadence 
Poetic eulogy 

Three stringed bowed classical instrument 
A lively folk dance tune 
Musical mode 

Exercises, repetition and practice done to learn a discipline 
Middle seciion of a composition which usually modulates to 
other makants 
Reed flute 

1. Fret on an insiruinent; 2. Note 
Instrumental prelude. The longest of the instrumental forms 
Instrumental postlude 
Mtdodic progression 
A short classical vocal lorm 
. Transposition 
Instrumental improvisation 
Long necked, fretted, Turkish classical music lute 
Title for performer 

Refrain section in an instrumental composition 
High piiched; relernng to the upper ociave 
Rhythimc pattern 
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I RasI Takslm 

1.27 

2. 

Rast Saz Semasi 

Tanburf SUvOk Osman Bev 

0.52 

3. 

Rehavi Takslm 

1.40 

4 

Pan^gSh Takslm 

1.21 

5. 


Oede Salih Cfendl 

1.21 

6. 

PesendifleTaksim 

1.15 

7 

PasandIdaSaz Semaisi 

Sultan Selim III 

0.39 

8. 

Suzidilara Takslm 

1.17 

9. 

Suzidllara Pejrev 

Sultan Selim III 

1.46 

10. 

Mahur Takslm 

1.23 

11. 

Mahuf Pejrev 

Cazi GIray Han 

1.03 

12, 

Zavit Takslm 

1.21 

13. 

ZavIlSaz Semalsi 

Keci Arif AOa 

0.54 

14. 

Nlkrlz Takslm 

1.07 

15, 

NIkrIz Pe;rev 

All Ufkt 

0.57 

Ifi. 

Segih Takslm 

1.27 

17. 

SeaSh Saz Samalsi 

Nevzen Osman Dede 

1.33 

I8 

Mustear Takslm 

1.11 

19. 

MOstear^rki 

SakirAfia 

0.49 

20. 

Sazkar Takslm 


U7 

n 


kantemiroQlu 

2.02 

22. 

KQzzam Takslm 


1.16 

23. 

HOzzam Saz Semalsi 

Tanburt BQvUk Osman Bev 

037 

24. 

Suznak Takslm 


1.35 

25. 

Suznik Saz Semalsi 

Tatyos Efendl 

0.49 

26. 

Zirgilleli SuznSk Takslm 


1.08 

27, 

ZIrgUlell SuznSk $arki 

Osman Pehlivan 

0.42 

28. 

HIcazkSr Takslm 


1.15 

29. 

HicazkIrSazSemaisI 

Tanburt Cemll Bey 

1.32 

30. 

KOrdlll Hicazkjr Takslm 


1.10 

31. 

KQrdlll HIcazkSr Pe;rev 

Tanburt Cemll Bey 

1.34 

32. 

Busellk Takslm 

1.17 

33. 

Busellk |arki 

Sultan Selim III 

0.50 

34, 

Nlhavent takslm 

1.11 

35. 

Neveser Takslm 

0.59 

36. 

Neveser Pe$rev 

Yusuf Pa^a 

1.00 

37. 

$edd-l Araban Takslm 


1.33 

38. 

jedd-l Araban Saz Semalsi 

Tanburt Cemll Bev 

2.16 

39: 

Acem Takslm 


0.59 

40. 

Acem Pe;rev 

Sultan Veled 

1.17 

41 



1.02 

42. 

Acem KOrdi Pe$rev 

Ismail Hakki Bev 

132 

43. 

Acem Ajiran Takslm 


0.53 

44. 

Acem Amiran Pe;rev 

Neyzen Salih Dede 

1.44 

45. 

ferahfeza Takslm 


0J8 

46. 

Ferahfeza Pe;rev 

Tanburt Cemll Bey 

1.40 

47. 

U;;akTak»m 


1.08 

48. 

U;;akSaz Semalsi 

Neyzen Salili Dede 

1.03 

49. 

Beyatl Takslm 


1.02 

50. 

Beyatl Saz Semalsi 

KanuntOmer Efendi 

1.01 

51. 

Beyati Araban Takslm 


1.22 

52. 

Beyati Araban Saz Semalsi 

RautYekta Bey 

0.53 

53. 

KarciQar Takslm 


1.04 

54. 

KarciQarSaz Semalsi 

Tatyos Efendl 

0.52 

55. 

Neva Takslm 


1.07 

56 

Neva ^rki 

ZekAlOede 

0.44 

57. 

Tahir Takslm 


0.56 

58. 

Tahir ^rki 

DellalzSde ismall Efendi 

0.54 

59. 

Tahir Busellk Taksim 


1.22 

60. 

Tahir Busellk Saz Semalsi 

KemantRiza Efendl 

0.59 
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1. HOwyni Taksim 1,I3 

2. HDseyni Sa; Semaisi LavtaciAndon. 0.50 

3. HQsayni A;iran Taksim tOS 

4 HDaeyni Afiran ;ar1ii ZekaiDede 0.54 

5. Dilke; Haveran Taksim 1.21 

6. Dllke} Haveran $arki Ismail Hakki Bey 0.51 

7. Muhayyer Taksim 1,33 

9. MuhayyerSazSemalsI TanDurtCemTI Bey 0.54 

9. Muhayyer KOrdi Taksim M1 

10. Muhayyer KOrdi Pejrev Asdik AQa 1.03 

Tl. KUrdI Taksim 0.57 

12. Muhayyer SOnbOle Taksim 0.52 

13. Muhayyer SOnbQle §arki Sultan Selim III 0.59 

M. Gerdanlye Taksim 1.30 

15. Gerdanlye Pesrev Dr.SubhlEz^l 0.55 

16 GOIIzar Taksim 1,02 

17. GOIIzar Pesrev Tanburilsak 2.10 

Isfahan Taksim 1.09 

19. Isfahan Saz Semaisl _ TanburtCemil Bev _' _a54 

20. Ni^burek Taksim _ ' 0.54 

21. Hi$aburek Aranajme 0.40 

22. YeoAh Taksim . ^ __IL! _ 1-12 

23. Yeolh Saz Semaisi AzIzDede 0.54 

24. NQhOft Taksim 1.01 

25. Hlcaz Taksim 1.16 

Hlcaz Pe$rev ' AzizOede 1.57 

27. SultaniYegSh Taksim 1.12 

28. SultantYegSh Saz Semaisl Haci Arif Bey _ 0,52 

29. ^ehnaz Taksim 1,15 

30. ^ehnazPegrev KemanTAllAga 2.05 

31 ^hnaz Busellk Taksim 1,02 

32. jehnaz Busellk ^rki TanburT Mustafa 0.35 

33. Hisar Taksim 1.16 

34. Hisar Pejrev Ragid Efendl 1.29 

35. Hisar Busellk Taksim 1.11 

36. Hisar Busellk $arki lanburt Mustafa Cavus 1.00 

37. Suzidil Taksim _ 1.16 

35 SuzidilPegrev_ "jl^riAliEfendi 1.33 

39. EskI Siplhr Tak$im_ 1.17 

40. Yeni SIpihr Taksim 1.19 

Evg Taksim.. 'i,25 

Evgjarki_T5a~kVar6n _ 0.52 

43. Ferahnik Taksim _ ' iXK) 

44. FerahnakYQrtIkSimal JakirAJa " 1.04 

45. EvcaraTaksim ' 1.23 

46. Evcara Saz Semaisl Dllhayat Kalfa 1.11 

47. (argkh Taksim ' 6.46 

48. (argSh ilahl 0.44 

49. Saba Taksim 1,02 

50. Saba|arki ^akirAga ' 0.41 

51. BestenlgSr Taksim I.Tl 

52. BestenlgSr Pe$rev Human Aga 1,27 

53. fevkefza Taksim 1.01 

54. jevkefza Saz Semaisl Neyzen Said Dede 1.12 

55. $evk’u Tarab Taksim 1,05 


























